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ANALYSIS OF YOUR NEEDS. 
The first step in planning your 
lab is to determine your present 
and future needs. After a thor- 
ough analysis, Houston Fearless 
engineers can plan objectively. 


PROCESSORS. Houston Fear- 

less builds the widest range 
of processing equipment; 16mm, 
35mm, 70mm, B&W, color, pos., 
neg., rev., spray-type, from 5 to 
250 fpm or will custom design 
for your needs. 
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DESIGNING THE LAB. If de- 

sired, Houston Fearless will 
lay out your complete lab to meet 
your specific requirements—with 
peak operating efficiency in re- 
lation to the investment. 


INSTALLATION. Complete In- 

Stallation service is avail- 
able. Performed by experts who 
know the equipment intimately 
and who thoroughly check it out 
and test-operate it for perfect 
performance. 


PROPOSAL. Based on many 

years experience, Houston 
Fearless will submit a specific pro- 
posal, recommending a complete 
system for your lab — whatever 
is best for your requirements. 


PERSONNEL TRAINING. If re- 

quired, Houston Fearless will 
train your technicians in the best 
operating and maintenance pro- 
cedures—important for achieving 
maximum lab efficiency. 


“In Burbank, California, Houston Fearless operates 
the Houston Color Film Laboratory where finest quality processing 
is done for the major motion picture studios 


FEARLESS #& 


as well as 16mm producers. 
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-““AUTOMAGIC”’ 


Movie Making 


” Walz 


WALZ COATED 
SCREW-IN 
MOVIE FILTERS 


Hard-coated precision 
solid colored optical 
giass filters. No adag- 
fers needed. Screw 
directly inte movi 
camera iens. Type A 
Conversion, Skylight, 
or Photofiood Filters. 
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WALZ MOVIE 
METER 


World's easiest-to-use 
exposure meter. Cus- 
tom-designed for di- 
rect f: stop reading of 
movie color films. No 
dials! No calculations! 


only 
$5.95 


Leather case $1.35 
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PHOTOGRAPHIC ASSIGNMENTS 


ON THE COVER 

AT GENERAL MOTORS Desert Proving Ground, Mesa. Arizona, Hal Mohr. 
\.S.C. (in helmet) and camera operator Harry Wolf (behind camera) prepare 
to make a thrilling traveling shot at 70 miles per hour with the Technirama 
camera bolted to platform mounted on rear deck of General Motors’ latest 
experimental car, Firebird III. At far left is Don Beavis, assistant camera- 
man. Campbell-Ewald ad agency rep Don Miller is at far right. Story of 
the photography appears in this issue. 
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REMOTE CONTROL UNIT 





MATTE BOX AND SUNSHADE 


FRICTION TILTHEAD AND TRIPOD 


* 85% of Professional Motion Pictures 


Mitchell Professional 
Accessories extend l6mm 
and 35mm camera use 


No other camera today films with trouble-free pro- 
fessional perfection such a wide range of require- 
ments. A Mitchell, equipped with specially designed 
professional Mitchell accessories, has virtually 


unlimited ability and versatility of use. 


LENSES AND LENS MOUNTS BLIMPS 


HIGH SPEED AND | 
VIEW FINDERS VARIABLE SPEED MOTORS 


— 


Write today on your letterhead e 
for information on Mitchell l6mm 
or 35mm cameras and 
. CORPORATION 
accessories. 
666 WEST HARVARD STREET 


GLENDALE 4,.CALIFORNIA 


Cable Address: ‘‘MITCAMCO”’ 


Shown Throughout The World Are Filmed with Mitchell Cameras 








in the East its... 


MOVIELAB 





; EASTMAN COLOR 


EVELOPING 35MM (5248) COLOR NEGATIVE 

DEVELOPING 35MM (5253) AND 16MM (7253) INTERMEDIATES 
35MM ADDITIVE COLOR PRINTING 

16MM CONTACT AND F TION ADDITIVE COLOR PRINTING 
INTERNEGATIVES 16MM (7270) FROM 16MM KODACHROMES 





BLOW-UPS FROM 16MM KODACHROME TO 35MM COLOR 
KODACHROME SCENE TO SCENE COLOR BALANCED PRINTING 
35MM COLOR FILM STRIP PRINTIN 
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Write for Color Methods Brochure 





MOVIELAB BUILDING - 619 W. 54th ST NEW YORK 19, N. Y. + JUDSON 6-0360 








INDUSTRY 
NEWS 


News briefs of 
industry activities, 
products and progress .. . 





Two ‘Oscars’ for Photography — Res- 
toration of two awards for achievement 
jin cinematography, which had regularly 
been voted until last year, has been an- 
nounced by the Academy of Motion Pic- 
ture Arts and Sciences. The Academy 
Board of Governors voted to restore, ef- 
fective with the Academy’s 3lst Annual 
Awards Presentations next April. the sec- 
ond award for black-and-white photogra- 
phy which, along with several other 
awards, was voted out last year by the 
Academy. This means that there will be 
separate “Oscars” for black-and-white 
and for color photography. 

At the same time, the Academy voted 
to also restore the second music scoring 
award, which had been voted out last 
year. Henceforth, one award will be 
made for the best scoring of a musical 
picture and a second for the best music 
score of a dramatic or comedy picture. 


“Whatever the fluctuating fortunes of 
the motion picture business, Hollywood’s 
television film industry will reach a pla- 
teau by the end of 1958 which can rea- 
sonably be expected to maintain over the 
next few years. Telefilm production, it 
appears, will settle down over the com- 
ing years as a $155,000,000-a-year Hol- 
lywood industry, with little fluctuation 
from that mark expected, unless its a 
hike in the figure due to rising costs.” 

The above quote from a recent issue of 
Daily Variety epitomizes the general 
feeling of renewed faith in the film in- 
dustry that is evident everywhere in Hol- 
lywood, where all sorts of bugaboos 
ranging from video tape to up-grading of 
technical assistants to replace veterans 
has created some apprehension in the 
past. 

As for video tape, while certain TV 
stations have become quite active in its 
use, thus far videotaping has made no 
dent whatever in TV film production on 
the West Coast. Indeed, indicative of the 
trend in thinking among the major net- 
works is recent announcement by CBS 
that it will shift its entire vidpix pro- 
duction to Hollywood. 

“CBS Films is planning the heaviest 
production schedule in its history dur- 
ing 1959, the major part of it in Hol- 
lywood,” a CBS official stated, adding: 
“Our decision to concentrate on Holly- 
wood production is predicated on the 
fact that acting and technical personnel 


there are superior to those found else- 
where.” 


Video Tape Trends. The following 
paragraph is from a recent column by 
Leo Kovner in The Hollywood Reporter, 
film industry tradepaper: 

“Don’t throw away your film ma- 
chines for tape projectors yet, warns 
Grosse-Krasne v-p Jerry King, one of the 
pioneers in audio tape. “There are some 
technical problems to be solved before 
videa tape completely supplants film for 
TV, but the main problem is economic. 
I can’t see any vast switch to tape in the 
near future in the syndication field. 

“ ‘Let me point to one set of figures. 
A half-hour reel of tape stock costs $300. 
A comparable reel of 16mm film, com- 
pletely processed, costs $30, Let’s say 
we re distributing a syndicated series to 
a lineup of 43 Coast stations. At the 
$270 difference between tape and film, 
that’s an additional $11,160 in print 


costs. That’s a big nut to be swallowed | 


in syndication. 

“Mind you, I’m not saying that tape 
will never completely replace film, It’s 
a wonderful tool now, especially for time- 
ly events. After all, we're in the enter- 
tainment business, not the lab field. The 
day when our technical people come to 
us and say: “You've got to put in tape 
because it’s more economical than film,’ 
that’s the day we'll shift to an all-tape 
operation.’ ” 


Director of Photography is the proper | 
and only term of identification that may | 


be used in screen credits where the name 
of the person photographing the picture 
is a member of Local 659, I.A.T.S.E. 
Where that person is also a member of 
the American Society of Cinematogra- 
phers, the initials A.S.C, must also ap- 
pear after his name. 

This was explained recently in a gen- 
eral letter sent to all members of the 
cameramen’s Local by President E, T. 
Estabrook. 

“This (rule) cannot be changed by 
any individual and you are requested to 
inform your producer or department 
head whenever discussion is entered into 
concerning this subject that it is a mat- 
ter covered strictly by Union contract,” 
the letter further explained. 


(Continued on Page 600) 
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NEW . . . SURPLUS 
BELL & HOWELL 


35MM °* 400 FT. MAGAZINES 
WOOD TYPE 


BLACK LACQUER 
ONLY 


$60.00 


ALUMINUM TYPE 


B&H, COLOR 
ONLY 


$75.00 


ALSO: 


DEVRY 35mm MOVIE CAMERA WITH 
MAGIC EYE SEQUENCE SHUTTER, 
50mm Zeiss Tessar f/2.7 lens, addi- 
tional Hugo Meyer convertible 3',”- 
45,”-6” lens included. Used. Price 
$125.00. 


Neumade Fireproof Cabinet Model 
C75. Used but in good condition, 
capacity 75’ - 1000’ — 35mm reels. 
Crated FOB Scranton. Price $125.00. 


All merchandise sold subject to your 
inspection of one week, with money- 
back gvaranteel 


SCRANTON PHOTO SHOP 


322 N. Washington Avenue 
Scranton 3, Pa. 
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A NEW RANGE OF LENSES 
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. designed to meet present-day requirements in the field of motion picture photography. 


Seven basic designs applied to twelve focal lengths 

Design employs latest rare earth glasses 

High-standard color correction, improved definition, and uniform image illuminati 
Series designed to cover 0.723”x0.980” (18.37x24.89) frame size 

Available in unmounted units, and in Taylor-Hobson designed mounts for 
35mm Mitchell NC, Arriflex and Camerette cameras 
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TAYLOR TAYLOR & HOBSON LTD., LEICESTER, ENGLAND 


Sole Agent for United States and Canada 


ALBION OPTICAL COMPANY 


1410 NO. VAN NESS AVENUE, HOLLYWOOD 28, CALIFORNIA. 
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This is a close-up of black-and-white 
film being spray developed at CFI. 
This processing method 

eliminates directional effects. 


Chief Engineer Ed Reichard, 

with CFI Hollywood for 25 years, 
shows a spray machine in operation. 
Both the Hollywood and New York 
laboratories of CFI are 

equipped with these machines. 


CONSOLIDATED FILM INDUSTRIES 


959 Seward Street, Hollywood 38, California 
HOllywood 9-1441 


921 West 57th Street, New York 19, New York 
Circle 6-0210 


processing develops film without directional effects 



















VHAT’S NEW 


... in equipment, accessories, services 








Robot Focuser 

The Mitchell Robot Focus Control is 
an important accessory for use with the 
Mitchell BNC camera which simplifies 
the procedure of making follow-focus 
shots. Through use of a_ slave-Selsyn 
component mounted on the camera, the 
Mitchell may be focused from a remote 
position by an assistant operating a 
matched transmitter mate at slow or 
fast speeds. It is ideally suited to mak- 
ing shots in extremely confining sets or 
when camera is crane-mounted or wher- 
ever the assistant cannot work close to 
the camera during the take. The Robot 
comes in a fitted case and may readily 
be installed on any BNC Mitchell. Fur- 
ther data and price are available from 
Mitchell Camera Corp., 666 West Har- 
vard St., Glendale 4, Calif. 





Quik Splicer 
S.0.S. Cinema Supply Corp., New 
York and Hollywood, is distributor of 


the Studio Quik Splicer for 16mm, 
35mm and magnetic tape. A butt-type 
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splicer, it may be used with all types of 
film bases as well as optical or magnetic 
sound tracks. In the splicing operation, 
Mylar tape is applied. This special tape 
is pre-cut to the correct size and paper- 
backed, All splicer components are made 
of cast bronze and non-magnetic steel. 
List price is $79.50. Mylar tape patches 
in handy dispenser lists for $5.00 per 
package of 250. Free samples of tape 
and illustrated brochure is available free 
from $.O.S. 





Brightness Meter 

Camera Equipment Company. New 
York. has been appointed Eastern dis- 
tributor for the Panavision Brightness 
Meter. Instrument provides an objective 
analysis of screen brightness, and screen 
brightness distribution (side to center), 
etc. While designed primarily for meas- 
uring theatre screen brightness, it has 
application in other fields. Photogra- 
phers, using telephoto lenses, can employ 
it to determine exposure levels for dis- 
tant objects. Meter is of the “visual 
comparison” type. No “warm-up” period 
is necessary. Uses a single 114-volt 
flashlight battery. List price is $97.50. 


Lighting Catalogue 

Mole-Richardson Co., 937 No. Syca- 
more, Hollywood 38, Calif., announces 
a new 44-page catalogue illustrating and 
describing Mole-Richardson set lighting 
equipment and accessories. The detailed 
specifications, photographs and descrip- 
tions make the catalogue virtually a 
handbook on motion picture set lighting. 
Several pages are devoted to helpful 
tables and data on studio lighting. The 
5-page price list has been completely 
revised. A free copy will be sent on 
request. 


ae Octoser, 1958 








Camera Barney 

Birns & Sawyer, 8910 Santa Monica 
Blvd... Los Angeles 46, Calif., offer a 
sound-muffling barney (fabric blimp) 
for Arriflex 35mm cameras. Said to re- 
duce camera noise 65°, the barney is 
constructed of kapok, lead foil, flannel 
and foam rubber. Exterior is covered 
with heavy-duty green duck. Barney 
will enclose with ease the 35mm Arri 
camera, including 480-ft. magazine and 
either wild or syne motor. List price is 
$99.50. 


Monocular Finders 

Following purchase by Photo Re- 
search Corp., Hollywood, of Hi-C Prod- 
ucts Co., Pasadena. company will im- 
mediately step up production and dis- 
tribution of Hi-C line of magnifying 
monocular viewfinders for Mitchell, 
Auricon, Wall and other motion picture 
cameras. as well as focusers and bore- 
sights. Products henceforth will carry 
the Photo Research Co. “Spectra” label. 
Products have wide application in fields 
of missile research, ordnance tests. and 
for newsreel cameras and TV cameras 
used in sports events recording. 
Camera Literature 

Literature on a new 200-frame-per- 
second 16mm camera designed for use 
in missile tracking, testing and for air- 
borne flight data recording is offered 
by Gordon Enterprises, 5362 No. Ca- 
huenga Blvd., North Hollywood, Calif. 
Literature gives full technical details on 
the “Gordent 200” camera, which meas- 
ures only 6” in length and 314” x 214” 
in height-width. Special c50T high speed 
film magazines are also described in 
addition to optical and other accessories. 


Variable Shutter Feature 

Pellegrini-Piek, San Francisco, an- 
nounce that all installations of their 
variable shutter units for Bolex-H cam- 
eras include a special warning signal 
for closed shutter position. ® 
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CESS 


Che lOmm Choice of Drofes ssiOna als! 


PRODUCERS AND CAMERAMEN HAVE NAMED THE AURICON “SUPER-I200”. . . 
“Che Finest and Fastest-working omm Sound -Camera!” 


WRITE FOR YOUR FREE COPY OF THIS NEW “SUPER-1200” CATALOG, 
which illustrates the many outstanding and fast-working features of this 
professional 16mm Sound-Camera, such as... 

* “Super-1200” Camera is “self-blimped” for whisper-quiet studio use. 


* Precision, jewel-hard Sapphire Film-Gate. 
+ Studio and Telephoto Finder Systems, plus Reflex Ground-Glass Focusing. 
* “Rock-steady” picture synchronizes with “Double-System” 


Sound-Recorder; or you can record High-Fidelity Optical and 
Filmagnetic sound-tracks “Single-System” on your picture film. 


* Sold with a 30-day money-back guarantee, you must be satisfied! 


A UU RI € oOo OWN 
A PRODUCT OF 

BERN DT-BACH, INC. 

6902 Romaine Street, Hollywood 38, California » HOllywood 2-0931 








CAESAR-SALTZMAN 


Special Effects Optical Printers 
and Animation Equipment 















e ANIMATION 
e TITLES 
e STILLS 
e CARTOONS 
e TRICK PHOTOGRAPHY 





e INDUSTRIAL MOTION PICTURES 
e EDUCATIONAL MOTION PICTURES 
e TV MOTION PICTURES 
e ENTERTAINMENT MOTION PICTURES 







































ANIMATION AND SPECIAL 
EFFECTS CAMERA STAND 
Model No. 111-E 


An intelligent approach to today's 
problems of TV commercials. It is 
made to serve the multiple tasks of 
the animation field to take angle 
shots and zooms, matching zooms, 
spinning. as well as countless other 
photographic requirements. We man 
ufacture a complete range of styles 
and sizes. 




























































OPTICAL PRINTER FOR 





SPECIAL EFFECTS WORK 


Will print 4 times reduction to 
4 times enlargement in one 
continuous zoom. Complete au- 
tomatic focus. Many combina- 
tions of movement and optical 
effects available. 





WRITE FOR COMPLETE LITERATURE 


Heodquorters for Professional Photographic Equipment Since 1920 
J. G. SALTZMAN, INC. 
SALES DISTRIBUTORS for CAESAR MANUFACTURING, INC 


480 Lexington Avenue, New York 17, N.Y 


INDUSTRY NEWS 


(Continued from Page 595 


Paillard Inc., U.S. Distributors of Pay 
Cinor variable focus (zoom) lenses. has 
won a complete and final victory in the 
patent infringement suit brought against 
it by Zoomar, Inc. The U. S. Court of 
Appeals has upheld a district court deci. 
sion in Paillard’s favor. 

After examining history of develop. 
ment of the variable focus lens. the U, S. 
District Court for the Southern District 
of New York decided that Zoomar’s pa- 
tent is invalid. The Court issued an in- 
junction restraining Zoomar from bring. 
ing similar suits against customers of 
Paillard, Inc. These actions were upheld 
by the Court of Appeals. 


Cinematograpic Achievement lt 
isn’t feasible. of course. to publish re- 
views or articles descriptive of the photo- 
graphic undertakings on all the outstand- 
ing films that are released each month. 
Too often there will be several outstand- 
ing films released within a 50-day peri- 

despite their out- 
they are in and out 


od, and sometimes 
standing qualities 
of release almost before the editors of 
Imerican Cinematographer have oppor- 
tunity to interview the respective cine- 
matographers responsible for their note- 
worthy photography. 

A case in point is “The Hunters.” 
produced by 20th Century-Fox, Despite 
the many entertaining qualities of this 
picture and its outstanding photography 
it didn’t fare well at the box office. Nev- 
ertheless. the editors should liked to 
have published an article descriptive of 
the camera work on “The Hunters.” a 
two-man accomplishment with Charles 
G. Clarke, A.S.C., directing the picture's 
general photography, and Tom Tutwiler. 
A.S.C.. doing the photography of the 
fine aerial sequences. 

With each new color production as 
signed to him, Clarke seems to further 
perfect his unique style of set lighting. 
It is different as it is interesting to be- 
hold. The many interiors in this produc- 
tion have a pictorial quality that invari- 
ably provides a compatible framework 
for the scene enacted therein—thanks to 
Clarke's skillful placement of lights to 
complement each step of the action por- 
trayed. And his handling of the sequence 
of scenes in the bomb-torn mission, both 
in lighting and camera treatment. is an 
outstanding piece of cinematography. 

Tom Tutwiler, by reason of his aerial 
photography accomplishments on_ this 
picture becomes the indisputed “ace of 
aerial cinematographers. In “The Hunt- 


(Continued on Page 648 
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ANSCOCHROME 
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ANSCOCHROME 


SUPER SPEED COLOR FILM 


It takes a team of emulsions to pro- 


duce a screened image of superb 


quality. 
And Ansco has that team. 


16mm Anscochrome Professional 
Camera Film Type 242 has gained 
universal recognition as the quality 
leader color original stock ideally 


suited for duping. 


Just combine these excellent carry- 
through characteristics with Ansco 
type 238 duplicating film and the 
team is complete. Any and all situa- 
tions are handled better, surer and 
with superior color rendition with 


this great combination. 


ANSCOCHROME 


reerens ewe antes 


ANSCOCHROME 


super SPEED CS 


nawstVSOKUME 


re COS/OMAL CAMERA Flim 
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And use Super Anscochrome 16mm 
(exposure index 100) for all those 
tough assignments in available light 
and you will know, as many top 
cinematographers do, that the best 
comes from Ansco! Ansco, Bingham- 
ton, N. Y. A Division of General 
Aniline and Film Corp. 





Professional Motion Picture 
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How far 


The speed with which you get your prints has little 
to da with where your prints are made. We have 
had some of the country’s foremost producers tell 
us that Motion Picture Laboratories makes their 
prints for them faster than laboratories in their 


same city, and, in one instance, just around the 


MOTION PICTURE*LABORATORIES, INC. 


781 S. Main Street e Memphis 6, Tennessee 
Phone WHitehall 8-0456 


The Wlaster Craftsmanship. Your Fil 


is near? 


corner! In short, a matter of speed is by no means 
the same as a matter of nearness. Motion Picture 
Laboratories is as near as your telephone—and is 
fully equipped to give you prints of matchless qual- 
ity—with overnight service anywhere in the United 


States. Send us your film by Air Express—now! 
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The One-Stop 


TEL-Amatic PRINTER 


PROFESSIONAL continuous contact sound and pic 








ure printer for double 8mm and l6mm films. De 
signed tor color black and white reversal souna 
silent films TEL-Amatic does all with rock 
steady pr fessional precision. Has outstanding fea 
es never achieved before in the low cost field 
@ Semi-automatic scene mechanical ght 
hange f frame t t 
e | 3e apacity € 
° yr-way aperture f . ne ive 
ive versal versal j € r 
»cket 
@® Prints over a 4 20th ke f € ' 
istration negative ar ve f 
el p holde epts CC filters olor printing 
e | tage unter and light change rd indicato 
included Write for brochure 
bench or table mounting ONLY $1495 
FL-Amatic Printer mounted n heavy pedestal ONLY $1650 





TLER & SPECIAL EFFECTS KIT 


ne for Professional 






Results 


For producing the widest 
range of titles, trick films, 
cartoons animation, etc. 
Takes most types of cameras. 
Horizontal and vertical opera- 
tion. Table adjustable north, 
east, south, west. Front and 


rear illumination. Title board 
aaa 


size 7%, x 9"; over-all 

dimensions 40” x 15” x 12”; 
MODEL TG, Il, 16mm $175 weight 40 Ibs. Complete with 
MODEL TG, III, 16mm $225 all accessories. Write for bro- 
MODEL TG, IV, 16mm [illustrated) .....$325 chure. 





with TEL-Animaprint 


Greatest dollar for dollar value in the industry! 


The first sensibly priced HOT PRESS TITLE 
MACHINE for high quality, fast dry lettering 
in all colors—the answer to economy and 
precision accuracy in film titling. Prints dry 
from foil for instant use. Acme pegs assure 
perfect registration on paper or acetate cells. 
Produces titles in any language — main 
titles, sub titles, TV commercials, slide films 
shadow, third dimensional effects, etc., etc. 
May be applied to any kind of art, scenic 
or live background, including photographs. 


Latest Electronic TEL-Animaprint 


Type heated at constant rate automatically*, despite chances 


in room temperatures, Accuracy + 1° F by Thermistor....$495 
*Fenwal's Patented Contro! Unit 
Write for illustrated brochure Standard TEL-Animaprint with manual control......................§435 


“The Department Store of the Motion Picture 


EMA SUPPLY CORP. 


Hollywood 28, 
FOR AN EXCELLENT BUY IN ANIMATION & SPECIAL EFFECTS CAMERA STAND, SEE PAGE 621 <€ 





WESTERN BRANCH — 6331 Hollywood Boulevard, 












602 WEST 52nd ST., NEW YORK 19, N.Y. esr Stieze 
Phone: Plaza 7-0440 = 
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All Your Needs in 
Motion Picture 
and T.V. 
Production Equip. 










The biggest Cotalog 
of its kind — 176 
poges, more thon 
8000 different items 
with prices and over 
500 illustrations. For 
Film Producers, TV 
Stations, Industria! 
Organizations, Film 
Lobs., Educational In- 
stitutions, etc. Make 
request for FREE copy 
on your company's 
letterhead. 


ACTION VIEWER & SOUND READER 


Many Exclusive Features! 









































Professional l6mm_  Edio'o 
Sr. Action Viewer — pro- 
jects big, clear 
serial image, 
3”x4” — oper- 
ates lett to 
nght — elimi 
notes tile 
scratching and 
damage to 
sprocket ho'tes 
— tension de 
vice keeps 
mage it o” 
stant to s 
— built-in ve 
marking ‘device 
—hum-f-ee am- 
plificatron—syn 
chronized with 
Precision SounJj 
Reader on Spe 
cial «Base or 
may be sep- 
arated tor in- 
$139.95 dividual use. 








$.0.S. Sr. Viewer, Sound Reader & Base....$362.45 
$.0.S. Ediola Sr. Action Viewer 





$.0.S. Optical Sound Reader $185.00 Write for 
$.0.S. Ediola Base only....... $49.50 brochure 
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The 
MOY 
edge 
aumbers 
every 
foot of 
16, 17%, 
35mm 
film. 











Simplifies task of checking titles, footage. Replaces cue marks, 
perfo ations, messy crayons, punches, embossing, etc. which 
mutilate film. Wok prints showing special effects, fades and dis- 
solves require edge numbering to keep count of frames cut or 
added. Multiole magnetic tracks in CinemaScope stereophonic re- 
cordings make edge numbering a MUST 


Only $2475—Write for illustrated brochure. 
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$35 ~ 
Cable: SOSOUND 


HOllywood 7-2124 





California — Telephone: 





































lets you level 
the camera 

without touching 
the legs 


ART 16 TRIPOI 





WITH HEMISPHERICAL 
\BALL-JOINT HEAD ,/ 


~ eo oo” 


ee ee ee 


No matter how uneven the 
ground, Arri’s exclusive Hemi- 
spherical Ball-Joint Head lets you 
level your camera — without 
touching the legs. And a built-in 
spirit level indicates when you 
are ‘set.’ 

These important features make Arri 
16 the most convenient, the mos? 
exciting tripod you can use for 
movie, still or studio cameras: 


Pan and Tilt Movements indi- 
vidually controlled. 
Calibrated Leg Scales for quick 
setting of all legs to same 
extension. 

Adjustable Anti-Slip Chains 
restrict leg-spread. 

Single lock Collar automat- 
ically secures legs with equal 
pressure on both shanks. 
Universal Tripod Screw for 
American and foreign tripod 
sockets. 


Many other desirable features 


$] 2 


ELI NG PHOTO CORP 


Fo rt 


h Avenue New York 10. NY 


13 Melrose Avenue. Hollywood 46. Ca 









News briefs about the A.S.C., 
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STATION KTTV, Los Angeles, hosted members of the American Society of Cinematographers 
recently in a demonstration of video-tape recording. Host was KTTV's chief engineer Ed 
Benham (rear, 2nd from right) here explaining operation of video tape recorder to Paul 
Vogel, ASC, right, and to Harold Stine, ASC, and Charles Clarke, ASC, on his right. Earlier 
the cinematographers witnessed the tape recording of station's “Divorce Court’’ program. 


SPECIAL EFFECTS expert Linwood Dunn, ASC, for LEO ROSSI, (left) cameraman for Edward R 
29 years with RKO where he was a director of Murrow's CBS-TV ‘‘See It Now," was in Holly- 
special effects photography, later headed the de- wood last month shooting a segment for Murrow's 
partment, visited New York recently to study latest October 12th show. While there he visited John 
effects and animation techniques in east coast Boyle, ASC, at ASC clubhouse. It was first time 
laboratories. Dunn heads Film Effects of Holly- two hed met since 1915, when Rossi worked as 
wood, speciolized film laboratory Boyle's camera assistant in New York. 


SILVIO PELUFFO (right) cinema- 
tographer for U.S. Information 
Agency in Libya, was recent 
Hollywood visitor. Hosting him 
at ASC Clubhouse was Society 
president Walter Strenge. Pur- 
pose of Peluffo's visit was to 
gain first hand knowledge of 
Hollywood film production 
methods. 


e Ocroser, 1958 
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ARRIFLEX 35 


MODEL IIB 


400 FT. STRONGER MORE EFFICIENT 
COLOR MAGAZINE HANDGRIP MOTOR ADJUSTABLE 
(takes 480 ft. of black and white film) neiegmmate die MATTE BOX 


with collapsible take-up core, new 


take-up mechanism, new loop-pro- the new, larger with geared filter 


tector for storing loaded magazine. 400 ft. magazine. stage. 






























Plus 


FAMOUS 


RUGGED ARRI 
RELIABILITY 


ARRI MIRROR 
REFLEX THROUGH- 
THE-LENS FOCUSING 
AND VIEWING 
SYSTEM 


ROCK-STEADY FILM 
MOVEMENT 


REASONABLE PRICE 


Available on convenient long-term 
lease plan with option to purchase. 


Write for free literature or demonstration on 


your business letterhead. 





SOLE U. S. DISTRIBUTOR 


Fre TING PHOTO CORPORATION 


257 FOURTH AVENUE, NEW YORK 10, N.Y. © 7303 MELROSE AVENUE, LOS ANGELES 46, CALIF. 
In Canada: Gevaert (Canada) Ltd., 345 Adelaide St., West, Toronto 
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| TO CONTINUOUSLY DEVELOP 16/35mm NEG/POS.UP TO 
| 9,000 FT. PER HOUR! 








FILMLINE 


16mm/35mm NEGATIVE AT 100 FT./MIN. 
16mm/35mm POSITIVE AT 150 FT./MIN. > 


Converts 16 or 35mm effort lessly 


Variable processing: times 


48 seconds to 5 minutes 


Speeds: 25’ to 150’ /min 


3000’ flanges 


Vapor-lock seals on all chambers 


Two banks of f abinet 


6 Gals 


Quick-fill valve converts neg. or 


pos. chemicals in 2 minutes 


Separate replenishing & 
recirculation f F each cabinet 
with stainiess-steel pump 

S.S. filter, S.S. Gauge 

S.S. Flometer, S.S. Thermometer 


Darkroom 


Unit | wash film chambefs 
31°°L, 22° Ww, 87H 
Daylight f filtered\wash 
Unit 
105°... 32° W, 81H uilt-in Tlush-cown system 


DISTRIBUTED BY: CAMERA EQUIPMENT CO., NEW YORK CITY 





[ | COMPLETELY EQUIPPED PROCESSOR 
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ALL STAINLESS STEEL CONSTRUCTION 
COMPACT + EASILY INSTALLED 


Born of the need for truly efficient CONTROLLED-PROCESSING of heavy film 
production ... within the economies of both space and time...comes this most 
significant advance in automatic film processor design and engineering...at a 
cost far below any other completely equipped, high-speed processing machine. 
Exclusive FILMLINE design features assure you of 100% professional per- 
formance: 


FILM-FLIGHT...an unerringly dependable film transport mechanism. 


TEMP-GUARD....a precision temperature control system for both heat and re- 
frigeration. 


FLO-JET NOZZLES...a scientific design of spray nozzles that achieves maximum solu- 
tion impingement. 


CUSHNBLO AIR SQUEEGEES ...a new type air squeegee that cushions film surface to 
remove excess solutions. 


TURBO-FLO IMPINGEMENT DRYING ...a high velocity, mathematically precise delivery 
of warmed air direct to emulsion, insuring sparkling dry images. 


These Filmline advances are basic achievements vital to your increased operating 
efficiency, improved processing performance and reduced cost economy. 


For Complete 
Specifications or 
Demonstration 
write Dept. ACO-58 





FILMLINE CORP. 


MILFORD, CONNECTICUT 
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Artists of the arc-light come to us with a multitude of problems— 
some ‘‘never before attempted.” We give freely of our 
time and experience. 

But lighting is only one phase of film-making. Topflight 
cameramen, producers, directors, editors and recording engineers come 
in with their own unique problems—some ‘‘never before attempted.” 
Because no one man alive knows everything 
there is to know about making motion pictures, we employ 
outstanding specialists in each category. Collectively we 
add up to more know-how than any organization east 

of Hollywood. 
So look upon CECO not only as headquarters 
for renting, selling and servicing the world’s finest 
professional equipment. Look upon us as friendly 
people you can come to for creative help. If 
you are eager to rise above cliché 
picture-making, scrape off the old techniques 
and let us help you apply a few coats of 
bright imagination. Come in—anytime. 


























When the Gods of Film Creation say—‘‘Let there be 
light !—CECO often has a hand in it. Not only do 
we have the largest assortment of lighting equip. 
ment to be found this side of the Rockies, we also 
have a staff that will put together any combination 
for any effect, whether it’s for studio or location. In 
lighting as in photography, CECO”always gives 3 
hand to Creative Talent. If we can’t throw light on 


the subject, nobody can. So try us—anytime. 





ADDITIONAL PRODUCTS 














world’s largest and most comprehensive line 
of professional cameras accessories, lighting, 
editing, processing, and animation equip- 
ment. The quality product isn’t made that 
we don’t carry. See our splicers—exposure 
meters—projectors—screens—marking pencils 
and pens-—editor’s gloves—editing machines, 
racks, barrels, and tables—stop watches. 


Oxberry Animation Stand 


Designed to accommodate all Standard 
16mm and 35mm cameras and stop-motion 
motors, it features electric zoom, underlight- 
ing, top lighting, and a compound with east- 
west, north-south and rotating movements. 
" Zooms from 3 to 12 field with 25mm lens 
Model “Standard” “—#* and larger with adaptor 15mm lens. Tabk 
top 21”x27” and 39” high. Made o 
welded steel, it utilizes 3 point floor suspet 
sion. 











Camera Equipment Company offers the f 
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35mm CECO Professional Film 
Viewer with Double System 
Magnetic Sound Reader 
Easy threading, portable. Views film 
on large 6”x4%” brilliantly illumi- 
nated screen. Also available with single 
system optical sound reader, or as a 
viewer only. Counter (i/lustrated) is op- 
here be tional, and can be easily attached. 
Available in 16mm models. 
Only do 
equip- 
we also 
dination 
tion. In Arri 35 Sound Blimp Model 400 
gives a For 200 ft. or 400 ft. magazines. 
ih Camera on its synchronous 
ight on motor base is cushion- Mole-Richardson Senior Solarspot 
’ mounted on rubber blocks. The 
important reflex viewing feature Accepts 2000-5000 Watt globe. 
of the ARRIFLEX 35 is re- Features easy-to-remove condenser, 
tained. Follow-focus is incor- rudder-type focusing handle with 
porated. No gears are required fingertip control, and quick-acting 
around the lens mount. A finger- door catch. Elevates from 43” to 
tip dial permits the shutter to be 100” (2 lifts). Lightweight but ex- 
S the turned over manually. //lustrated tremely rugged. MR arcs and other 
e line on CECO Balanced TV Head. incandescent models to suit your 
hting, every lighting need. 
>quip- 
e that 
osure 
encils 
hines, ) 
S. AKG Polydirectional Condenser 
Microphone Model C-12 
Especially designed for TV, Recording 
and Sound Film Studios. Features 
switch box for remote control of 
directional characteristics, providing 
omni-directional, cardioid, figure 8 and 6 
intermediary patterns. Adjustable 
mike conforms with studio reverberation. 
\ am . Y ££ Other AKG Microphones available. 
8\ 
dard a 
jon | FRANK j 
ons Magnasync Portable oa . . 
ight | Magnaphonic Sound Recorder Gamera CQuipment (O..INC. 
east- Model X-400 - 
ents. For 16mm Magnetic film. 
lens Completely synchronous. Can 315 West 43rd St., New York 36, N. Y. 
fable be operated in stacked posi- JUdson 6-1420 
e of tion (shown) or as a console 
sper unit. Ideal for low budget 
producer. MARK IX and * CECO trademark of 
SAFARI Models, and Dub- Camera Equipment CO mpany 


bers also available. 











CECO Synchronous Stop 
Motion Motor For 
35mm Mitchell Camera 


Three speeds, “4 - 4% -1 second or % - 
Y%-1 second, 110-volt AC operation. 
Easily mounted on camera, needs no 
special tools. Equipped with frame 
counter, Available for 35mm Standard 
Bell & Howell cameras. Stop Motion 
Motors available for 35mm Standard 
Bell & Howell, 16mm Arriflex, and 
16mm Cine Kodak Special. 


if CECO 


doesn't have it... 


IT ISN'T MADE! 
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Panavision Brightness Meter 
Represents a new high in versatile, 
foolproof light measuring. Small in 
size, light in weight. Provides an ob- 
jective, accurate analysis of screen 
brightness. May be used for deter- 
mining exposure levels of distant sur- 
faces. Multiplier filters, incident light 
attachment available. 


Available in three models (/ to r: small, 
Model B, Model C) for 35mm motion 
picture camera fields. Models B and C 


also for motion picture TV cutoff and 


Image Orth aperture. Model C has 

an adjustable built-in mask for various 
35mm motion picture aspect ratios. 
Comes with leather case. 

Small model for 16mm and 35mm. 
16mm Model A also available. 


Tewe Directors Viewfinders 



































Weinberg-Watson Modified Version 
of Kodak Analyst 16mm Projector 


Gives flicker-free projection at 
speeds from 6 to 20 frames per 
second. Single frame operation 
forward and reverse without da- 
maging film. Quick transition from 
continuous to single frame. 





Krylon Dulling Spray and 
Craftint Spray Paint 


Krylon Dulling Spray 

Eliminates glare from reflecting 
surfaces. Dries in seconds, Harmless to 
high polish finishes. Easily removed. 


Craftint Spray Paint 

For fast effective touch-ups on 
backdrops or scenery. Available in dark, 
medium and light grey, black and white. 
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FRANK C. ZUCKER 


Ceamena EQuiement ©. 


315 West 43rd St., New York 36,N.Y. ©@ 


JUdson 6-1420 
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TECHN 


ICAL 


QUESTIONS & ANSWERS 


Conducted by Walter Strenge, A.S.C. 





Q UESTIONS relating to cinematography 
or other phases of film production 
are invited from readers and will be 
answered by letter by Walter Strenge or 
by other qualified members of the Amer- 
ican Society of Cinematographers. Ques- 
tions and answers considered of general 
interest will appear in this column.—Fd. 





The article on post-production re- 

cording of dialogue and/or sound 
effects brings to mind a couple of ques- 
tions: I assume that the common prac- 
tice is to loop dialogue by using a cue- 
track, or use a combination of picture 
loep and cue-track, enabling the actor to 
record the required dialogue while hear- 
ing a playback loop of his own voice, or 
while hearing a playback loop and view- 
ing a picture loop of the scene. 


My questions concern the feasibility of 
post-production recording of dialogue 
from a picture loop alone—that is, hav- 
ing the actor record while viewing his 
action on the screen, and matching his 
dialogue to the lip movements on the 
screen (omitting use of a track loop). 


Has such a system been used to any 
extent? What are its advantages and dis- 
advantages? Is it more time-consuming 
and therefore more costly? Is it more 
difficult for the actor to read his lines 
believably using this method? — P. H., 
Los Angeles, Calif. 


Answer: Where exact synchronization of 
replacement lines is desired, most studios 
use both a picture and a sound loop of 
the scene involved. In preparation for 
the dubbing take, the sound is repro- 
duced both through a speaker and ear- 
phones in syne with the projected pic- 
ture. The actor watches the picture, 
listens to the sound, and reads the dia- 
logue in syne with what he hears and 
sees, 

The speaker is then cut off and the 
microphone switched on so that the 
sound mixer and the director can hear 
the actor’s words, Meantime, the sound 
recorder is started and when a satisfac- 
tory reading is obtained (and recorded) 
the respective take is marked for dub- 
bing. 

As far as the actor is concerned, 
screening the picture helps him gain the 


feel of the scene. The important reason 
for projecting the picture is that the di- 
rector can check actor’s syne and dra- 
matic expression during the recording 
to insure a satisfactory take, 

In most cases the actor can do a bet- 
ter job of dubbing a line replacement 
with a sound loop reproduced through 
earphones and no picture as contrasted 
to viewing picture with no sound. — 
Loren L. Ryder, A.S.C. Associate. 


I have an assignment to shoot a 

series of religious pictures in 16mm 
color in Singapore, where the sun will be 
overhead most of the time and the light 
quite intense. I will be shooting either 
Kodachrome Commercial or the new 16- 
mm Ektachrome commercial film. Shoot- 
ing will take about six months. 

I would appreciate your suggestions on 
exposure and contrast control, on the 
storage and handling of film under trop- 
ical conditions, and any other advice you 
may feel would be of assistance.—T. E. 
S., Chester Springs, Penna. 


Answer: The use of sunlight reflectors 
to fill in deep shadows is the most prac- 
tical method to follow to maintain con- 
trast control where intense, overhead 
light prevails. 

Film storage should present no prob- 
lem if film is kept in the same taped can 
it is received from the factory or sup- 
plier until time for use. In no case 
should more cans of films be unsealed 
than will be used in one day’s shooting. 

To keep exposed film dry and mois- 
ture-free in the tropics, take along the 
means for desiccating it. A metal con- 
tainer with a tight-fitting lid that can be 
sealed with tape, and a supply of silica- 
gel will do. Each roll of exposed film 
should be placed in the desiccator for a 
period of 24 hours, during which time 
the silica-gel will absorb any excess 
moisture in the film. After desiccation 
the re-packed negative should be care- 
fully sealed in its container with tape 
and the tape itself then sealed with an 
application of lacquer. Where it is pos- 
sible to keep films refrigerated, do so.— 
Walter Strenge, A.S.C. 

(Continued on Next Page) 
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Word gets around. 
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FILM LABORATORIES, INC. 











QUESTIONS & ANSWERS 


(Continued from Preceding Page) 


I have used some 800 feet of l6mm 
film in trial-and-error efforts to pro. 
duce tithes superimposed over a Koda. 
chrome still, LT would like to achieve 
clear-cut tithe text over art work without 
one bleeding into the other. How can | 


do his?—H. BB. M., Chicago, Hil. 


Inswer: Vhe best method for superim- 
posing white tithe text over a 35mm 
Kodachrome still is by double (succes. 
sive) exposure, 

If your camera provides visual focus. 
ing and alignment and your lens can be 
set further out by means of spacer- 
adapters of the correct) size to accom. 
modate the field of the small still, you 
should be able to obtain good quality 
reproduction of the still, If your equip- 
ment will not permit following this 
method, then the still for your tithe back- 
ground can he copied by background 
projection using a back- projection 
screen of fine texture, 

The title lettering should be done in 
white on a glossy black card, or lettered 
on a glass panel which should be placed 
in front of a dead black blackground 
when being photographed, The title 
should be exposed normally, and the 
film then wound back in the camera for 
re-exposure to the background. 

Exposure of the background still 
should be held down to balance properly 
with that of the title lettering, which 
will allow the title text to stand out. The 
correct exposure for this step can best 
be determined by first running a series 
of density tests.-Linwood Dunn, ASC. 


I have been collecting L6mm silent 

films for a number of years and 
would now like to edit them into thou- 
sand-foot reels and add sound and nar- 
ration, 

I know nothing of the process of add- 
ing sound to films, so my problems are 
basic. First, | would like to know if silent 
films (16 f.p.s. speed) can be converted 
to sound film speed? Also, among films 
I have collected are records of World 
War Il, for which 1 will need sounds of 
military activity, ete. Where can such 
sound effects be obtained?—J. S., Mill- 
brook, N.Y. 


{nswer: Films shot at 16 f.p.s. cannot 
satisfactorily be converted to 24 f.p.s. 
for normal sound speed presentation. 
However, you can have a sound negative 
made for screening at 16 f.p.s. Most 
l6mm sound projectors also operate at 


16 f.p.s. For sound effects records write 


Boosey & Hawkes. 30 W. 57th St.. New 








Sound «+ Editorial + Laboratory Services 


York 19.—Loren L. Ryder, A.S.C, Asso- 
1906 Fairview Avenue Northeast, Washington 2,D0.C. LAwrence 6-4634 clate. 
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- f COOKE SPEED PANCHRO 18mm 

: Newest of the fine Series II a tee 

7 r 3! ras, Wide ; 
35mm Arri cameras, NY , 

si (f1.7) and Handsome, it !S exclusive 

at Birns & Sawyer in the West. 
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-_ WIDEST WIDE-ANGLE FOR ARRI 16 


c | Widest and newest lens for a qa 
lens wit 

eh | ‘5 this 5.7mm, f1.8 lens lage 

, coverage. Fast, sharp, it wg 

coverage. Exclusive at Birns & sawy 


‘ the West. $4.995°0 
| Cat. No. 1330 
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New Products for You from BIRNS & SAWYER 













it | 

: | « BIRNS & SAWYER 

: | 8910 Santa Monica Blvd, Los Angeles 46 - OLeander 5-6970 
y 
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ARRI 35 CAMERA BARNEY 


Sound-muffling barney reduces camera noise 65%. 
Constructed of kapok, lead foil, flannel and foam rub- 
ber covered with heavy duty green duck, barney covers 
camera, 480-ft. magazine and either wild or sync 
motor. Made in Hollywood to Birns & Sawyer specifi- 
cations. Pictures show front and back views. 


Cat. No. 1450 $9950 
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BIRNS & SAWYER 


“GYROPOD” 


Heavy-duty, Gimbal-action 
tripod will maintain con- 
stant horizon in seas up 
to 30 degrees inclina- 
tion. Screw-on threaded 
head adapters accept 
either Mitchell head 

or Pro Jr. type heads 
for 16mm equipment. 
Gimbal circles sup- 
ported by ball bear- 

ings and stressed 

by 95-lb. brass 
counterweight. 


Cat. No. 2101 


*945 


Triangle, illustrated, Cat. No. 2110 $32.50 
Triangle, without clamps, Cat. No. 2111. .$22.00 


CINE EQUIPMENT. 


WRITE FOR 1958 RENTAL SCHEDULE 


in the Southwest see: Birns & Sawyer, 3825 Bryan Street, Dallas, Texas 
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OUR EXPERIENCE IS YOUR KEY TO 






SERVICE & DEPENDABILITY 





CAMART DUAL SOUND CAMART 









READER MODEL SB-111 BALL-BEARING 
WITH ZEISS TIGHTWIND 
MOVISCOP VIEWER ADAPTER 
Complete with optical sound re @ Only tightwind op- 
production head (choice of mag- see A — ball- ) 






netic sound) base plate amplifier 






@ Eliminates cinching 


An unbeatabl : 
unbeatable combina or abrasions 


speaker 









tion with the Zeiss Moviscop !6mm 






@® Winds film no 
precision viewer, sharp brilliant holding. 
2%, x 3% picture @ Fitted to any 16mm } 







or 35mm rewind 


$29.00 






Reader $195.00 


99.50 






Viewer . ; Sudacaie 








CAMART TV 
CAMERA DOLLY 
MODEL 111-B 


a ———__e 


@ Boom arm smoothly raises and lowers 
boom so that you can film while the 
camera is being moved. Can be lowered 
to 2 ft. or raised to almost 7 ft. Four 
rubber tired 10” ball bearing wheels 
for smooth silent movement, in alignment 
for use with dolly tracks. Locking device 
for straight run. / 








@ Counter balanced spring action per- 
mits accurate balance for any motion 
picture camera with blimp or standard 
television camera. 


$1975.00 
Dolly Tracks Available 


GARNELITES 


Portable high intensity lighting 
units for black and white or color. 
Each light is controlled individual- 
ly from the converter. Priced from 
$35.00. 




















NEW 
DESIGN 
FILM BIN 
WITH 
RACK 


@ Rectangular construction measures 30 
x 30 x 12 

Fits easily into corners 

Easy to view strips of film 

Hard vulcanized fibre with reinforced 


metal frame 
@ Complete bin-rack-linen bag. $45.25 


ON THE WEST COAST CAMART PRODUCTS ARE AVAI_ABLE FROM BIRNS & SAWYER, INC., LOS ANGE“ES 


we CAMERA MART iW 


1845 BROADWAY (at 60th St.) 





CAMART 
CORE it 
DISPENSER I ] 








Just what you've } 
been looking for to ARRIFLEX 16 

keep plastic lab 16mm and 35mm cameras in stock 
cores handy. Attaches for immediate delivery. Arriflex 16 
to wall. & 35mm soundproof blimps available. ) 
400’ magazines. Synchronous motors. 


Aluminum New and used equipment. 













16” 9.50 
24” 11.50 } 
36” 14.50 








All Prices F.0O.B., New York 













‘at Columbus Circle next to l 


NEW YORK 23 - Plaza 7-6977 « (Coble: Cameramart - New York's new Coliseum | 








SENSATIONAL! 


ie NEW 40mm F/2.8 
MAKRO-KILAR LENS 


in ARRIFLEX Mount 


| focuses to 








4 inches 





—_——_~ oe 


A boon to owners of 


Arriflex 16 and 35mm cameras. 


There has always existed a great need for an Arriflex 


lens, which would permit focusing from infinity down to 





very close subject distances. For technical reasons normal 
) Arriflex lenses can be focused down only to 2 or 3 feet. 

Arri extension tubes are only usable for extreme macro 
} photography and are only practical with lenses of at 


least 75mm focal length or more. 


) Now Kilfitt, whose telephoto lenses have been the stand- 
ard in the Arriflex line, has presented us with this exciting 
new lens which is a must for every Arriflex owner, be- 


cause it extends the use of his camera even more. 





LE U.S. DISTRIBUTOR 


EKLING 5 ot — Os OL 1 >) — 


<r 


—_——_— = 


~ ree 


257 Fourth Avenue, New York 10, N.Y. “ 
] 7303 Melrose Avenue, Hollywood 46, Cal. jae 


in Laneda: Gevoert (Canada) Ltd., 345 Adelaide St., West, Toronto 





Features and Specifications 
of the 40mm f/2.8 Makro Kilar for Arriflex. 


This 40mm F/2.8 Makro Kilar: 
@ Fits both Arriflex 35 and Arriflex 16 


® Focuses from infinity down to 4” from subject (measured 
to front lens rim) 








ACTUAL AREA 
ACTUAL AREA 
COVERED ; COVERED IN 
ARRIFLEX 16 


IN ARRIFLEX 35 














4 When used fully extended on Arriflex 16 covers subject area of 
28/32 x 18/32" on Arriflex 35 covers subject area 1-24/32'x 1-8/32"" 





@ Has optics especially designed for motion picture use. 
This highly-corrected coated lens produces images of ex- 
ceptional sharpness and brilliance 

@ Has stops from F/2.8 to F/22 

@ Has pre-set diaphragm to permit focusing wide open 
and quick stopping down to pre-selected F stop 

@ Has built-in lens shade which takes standard Series V 
filters : ; 

@ Has exposure factor scole for extreme sheasi ups — 

& Weighs only 6. ozs. 


ll Costs oy $195.00 ere with Ax tabpice a & . 


“container |: 
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MAGIC 
“MYLAR” 





Sprocketed 
Splicing Tape 
TRANSPARENT—FOR FILM 
16mm—Single Perf REELS $5.00 Roll 
16mm Double Perf. .$5.00 Roll 
35mm ...$9.00 Roll 
OPAQUE—FOR MAGNETIC FILM 
16mm ..$ 6.60 Roll 
35mm ...$11.00 Roll 
ow—a new, amazingly simple device for butt 
pon 9 16mm and 35mm film with Magic 


Mylar 


i. 


Si ~O 
. 
~ 
a, A. Register film on 


guide sprockets. 
Cut with angled 
razor blade. 


B. Remove film, lay 


(2) in Magic Mylar, 
sticky side up. 


\ 
+ * C. Lay in film on 
WR Se a top of Magic My- 


SIMPLE AS A-B-C 


= ————— 
lar, carefully regis 
tering sprocket 
So holes 
(For double-strength, you may place Magic 


Mylar on reverse side also.) 
Order F&B Butt-Splicing Blocks Now. 
Model B-16 for 16mm film $ 9.50 


Model B-35 for 35mm film 12.50 
Model B-4 for ” magnetic tape. 6.50 
Model BSB—Combination block 

For 16mm, 35mm and ¥,” tape 24.50 


TEWE DIRECTORS 
FINDER 





The only efficient ac- 
curate Director's View 
Finder Used in all 
leading studios— 
35mm Model—Focal Length 25 to 
200mm $68.50 
35mm Widescreen Model—cCovers 
all ratios from 1:75 to 2:55 98.50 
16mm Model—Focal Length to 11.5mm 
to 75mm $68.50 


All Models provided with Leather 
Case and Neckchain. 














35mm Mitchell; Bell & Howell, Arriflex cameras 

16mm Mitchell, Auricon, Bell & Howell cameras 

Recording Equipment 

Projection Equipment 

Editing Equipment—Moviolas—Sound readers 

Lighting Equipment—Colortran—Bardwell 
McAlister, etc. 

Grip Equipment—Dollies—Mike Booms 





Accessories—Lenses—Tripods—Supplies | | 


68 WEST 45TH STREET 














FLORMAN & BABB, INC. ! 
NEW YORK 36, N. Y. 





SEND NOW FOR THIS BiG, FREE 
ILLUSTRATED RENTAL CATALOG! 


ey =, 





-anshaamrantel VIEWER 


MOST BRILLIANT IMAGE OF ANY 
VIEWER 

@ PRECISION OPTICAL SYSTEM— 
CRITICALLY SHARP FOCUS 


@ OPERABLE ON 110V TO 240V AC 
—USED THRUOUT THE WORLD 


@ NO PRESSURE PLATE — SCRATCH- 
ING IS IMPOSSIBLE 


@ 70% HEAT RESISTANT FILTER— 
CANNOT BURN FILM 


@ PRECISION FRAME MARKER 
MAKES 1MM_ INCISION 


$QQ50 


FAMOUS F & B SPLIT REELS 


SAME FINE QUALITY—LOWEST PRICES 


400 FT. 16mm $ 4.50 
800 FT. 16mm 6.00 
1200 FT. 16mm 7.50 
a ee eee eae D 9.00 
2000 FT. 16mm 12.00 


400 FT. $6.50 


ALL ALUMINUM NON-MAGNETIC 
1200 FT. $9.00 





& B SPECIALS OF THE MONTH 


Magnetic Recording Tape 


Guaranteed Top Quality 

7” reel 1200 ft. acetate 3 for $3.95 
7” reel 1800 ft. acetate 3 for 5.25 
7” reel 1800 ft. mylar 3 for 6.85 
7” reel 2400 ft. mylar 3 for 10.60 





SURPLUS SALE—HEAVY DUTY REWINDS 
WENZEL OR NEUMADE—35mm Model 
PERFECT USED OR NEW CONDITION 
ORIGINAL VALUE $25 
PER SET (ONE GEARED—ONE DUMMY) 
$8.95 (While they last only) 


tig FLORMAN & BABB, INC. ‘ WEST 45TH STREET 
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NEW 


“@ 
Florman 


and 
Babb, Inc. 


Motion Picture Equipment 
for the World's 
Finest Film Makers 





Distributors For: 





Arriflex 

Auricon 

Bell & Howell 
Eastman Kodak 
Mitchell 
Camerette 
Dupont 

Moviola 
Neumade 

RCA 
Houston-Fearless 
Colortran 

Baltar 

Klieg| 
Frezzolites 
Spectra 

and many others. 


F & B Products: 


Pro-Cine 202 Tripod 
Butt-Splicing Blocks 
Film Repair Blocks 
Magic Mylar Splicing 
Tape 
Split Reels 
Camera Slates 
Changing Bags 
Film Cement 
Leg-Lok Triangles 
. and many other 
exclusive F & B products 





YORK 36, N.Y 
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NO ROOM FOR DOUBT... 


Chale 


HAS ALL YOUR EASTERN PRODUCTION NEEDS 


. — 


5) 
| 


ta RE 






































ant 












































inkies 
arcs 
dimmers 
cables 





reflectors 
rf) | 43 
mike 
booms 


location 
umbrellas 
water 
coolers 





























boxes 
hydraulic 


fle 


scrims 
nets 





directors 
chairs 
drops 
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x 
- DC GENERATOR TRUCKS TOO... 


1600 amperes, 1000 amps, 700 amps, 300 amps, 200 amps. 
RENTAL RATES UPON REQUEST 
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pe A FABULOUSLY successful Broad. 
way musical comedy and its equally 
fabulous cast, transfer them bag and 
baggage to the sound stages of Holly. 
wood, add a top name film star for extra 
measure then give the story the benefit 
of imaginative photographic presentation 
in wide-screen and color-—and you have 
the makings of a spectacular. colorful 
and tuneful musical. This is what War- } 
ner Brothers did with “Damn Yankees.” 
one of the very great musicals of all 
time. 

While the play was a smash hit on 
Broadway, playing to standees for more 
than two and a half years, it still was 
stagebound, Because of the narrow con- ) 
fines of the stage, much of the action 
had to be imagined, especially the base- 
ball sequences, street scenes and others 
that required the outdoors. 

Photographed for the screen, all the 
missing details of the stage presentation 
are filled in. And in addition, there is ) 
the benefit of the camera’s flexibility in 
pointing up a character, a nuance of ex- 
pression, or some important detail by 
means of a closeup; of making the trans. 
itions of the aged baseball fan to young 
player, and the exotic Lola to witeh 

















visually compelling instead of just some- 
thing left to the audience's imagination. 
$ i There is one other detail, too. that the 


y- photographed version has——artistry in 












color plus imaginative camera treatment 






DIRECTING PHOTOGRAPHY of scene in baseball park for “Damn Yankees” is Harold of the more than a dozen musical and 
Lipstein, ASC, far left. In left foreground is director Stanley Donen. This was one of few specialty numbers featuring the play's 
instances when static camera was used; moving camera shots predominate in picture. lop stars 






Harold Lipstein, A.S.C.. whose cine- 
matographic talents were never given 
opportunity for full expression during 
the more than 25 years he was with 
MGM studios, directed the photography. 
and what he has done with camera and 
lights in putting “Damn Yankees” on the 


NOVELTY AND ORIGINALITY MARK iscrcettecgos oe" 


Stanley Donen, also an MGM _ alum- 
nus, directed “Damn Yankees.” Long a 


, 9 firm believer in the motivational poten: 
tials of the moving camera, Donen, per- 
haps, is better versed in the mechanics 


of cinematography than many of his con- 
temporaries. And it is this quality in the 
man that encouraged Harold Lipstein to 
strike out in new directions with light- 
ing and camera treatment for “Damn 
Yankees.” The picture’s photography is 
noteworthy for three things: the subtle 
use of colored light in set illumination: 
intricate boom shots: and almost con- 
stant but restrained use of the moving 
By ARTHUR E. GAVIN camera. 

The story of “Damn Yankees” re- 
volves around a middle-aged baseball fan 
(Bob Shafer) who becomes disgusted 
with the way the Yankees’ ball club con- 
tinually blasts the Senators and always 
wins the pennant. Snapping off his T\ 











Tinted lighting and imaginative use of mobile 






camera enhance photography of hit musical film. 
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set when the Yankees win another game, 
he says aloud that he would give his 
soul for “one long ball player!” Materi- 
alizing from nowhere, the Devil (played 
by Ray Walston) takes him up on his 
statement and makes a deal whereby the 
middle-aged fan is transformed into a 
youthful baseball hero (played by Tab 
Hunter). This leads to all kinds of com- 
plications and wonderfully satirical sit- 
uations, for the Devil can make his cre- 
ation do anything on the ball field. At 
the same time, he also complicates his 
home life. Just to keep the ball player 
in line and interested in his new youth, 
the Devil restores to life a Rhode Island 
witch who had been burned at the stake 
some 172 years before and transforms 
her into Lola—a glamorous, seductive 
dancer (Gwen Verdon). Trouble is. she 
falls in love with her victim and makes 
the Devil mad. The story then builds to 
a wonderfully funny and also sad climax 


SHOOTING ““SHOELESS JOE" ballet number in Wrigley Field with the 
Mitchell camera mounted on a camera crane. Long, sustained take is 
one of most intricate boom shots ever made for an exterior musical 


as the middle-aged ball player and the 
former witch hoodwink the Devil so that 
the Yankees lose the pennant and the 
ball player resumes his original being. 
back in the safe and comforting arms of 
his wife. 

Mentioned earlier were the three high 
points of the photography: use of col- 
ored light, intricate boom shots, and the 
moving camera. It was when shooting 
the first scene for the film that director 
of photography Lipstein made excellent 
use of the first-mentioned technique. 
This was Lola’s boudoir set which he 
illuminated in subtle tones of lavender 
and pale purple. 

“I projected colored light into every 
scene in this picture.” Lipstein  ex- 
plained. “It takes a lot of courage to go 
on a set of a three million dollar picture 
and start playing around with colored 
light. But that is what I did—with Di- 
rector Stanley Donen’s blessing. of 
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course. There is sound theory to em- 
ploying colored light in scenes for cer- 
tain types of pictures; the main thing is 
to know how to apply it subtley, and how 
to gear it to the particular mood of a 
scene or sequence. 

“My main theory on blending light 
colors,” Lipstein further explained. “is 
to give a scene a pictorial tone that’s dif. 
ferent; to give it unusual eye appeal by 
using colors you do not ordinarily see in 
color productions—things you wouldn’t 
do, of course. in a dramatic film, The 
important thing is to avoid using colored 
light in great strength.” 

“For scenes in Lola’s boudoir, we felt 
that a delicate hue of lavender in the 
general illumination would enhance the 
feminine aspect of the set and point up 
the capricious mood of Lola in this par- 
ticular sequence. It is in these scenes that 
Lola’s charm and vivaciousness, plus her 

(Continued on Page 646) 


number. Colored gelatins may be seen mounted in front of all booster 
lights. Reflectors in background lit up shadow areas in grandstand, out 
of picture at left, which formed background for scene. 




















Filming “A Night To Remember’ 


For most shots in this film of the Titanic disaster there 
couldn't be a key light; there was no moon the night the 
ship went down. So British cameraman Geoffrey Unsworth 


aimed for a starlight effect. 

























By DEREK HILL 


tt NIGHT TO REMEMBER” is the most 

A ambitious production by the Rank 
Organization in many years. It cost over 
£600,000 (about $1,700,000), which is 
a staggering figure for the British film 
industry, where budgets are often a frac- 
tion of the Hollywood equivalent. 

Director Roy Baker—remembered for 
his inspired handling of 3-D in “In- 
ferno” chose Geoffrey Unsworth, 
B.S.C., as director of photography. Uns- 
worth had already worked with Baker 
on three other productions and the two 
found that they thought along similar 
lines in their approach to pictorial prob- 
lems, 

“Roy Baker isn’t a director who con- 
fines himself to handling the actors,” 
Unsworth told me. “He controls every 
aspect of a production. I'd like to work 
with him all the time.” 


V0 
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UNSWORTH, left, dem- 
onstrates his method of 
evaivating set lighting, 
using ai  Jaro-Salford 
meter. 


. OctrowerR, 1958 





NIGHT EXTERIORS for “A Night To Re- 
member" were actually shot a) night. 
Here British cinematographer Geoffrey 
Unsworth and his crew shoot a lifeboat 
scene for the picture on a lake location, 
using a single Brute on a high parallel 
for the key light. 


A Night to Remember” tells the 
story of the sinking of the S.S. Titanic. 
The tragedy has been filmed before. but 
it has only been used as background to 
essentially fictitious stories. This new 
production attempts to tell the full story 
of the disaster as it actually happened. 

Twenty years of research went into 
the book by Walter Lord on which the 
film is based, and Rank’s research team 
continued where he left off. Every inci- 
dent in the film is guaranteed to be 
authentic. The only concessions are occa- 
sional compressions of two characters 
into one for purposes of screen time. 

“It was the most difficult film I’ve 
ever worked on.” confessed Unsworth, 
“but at the same time [ think it’s my 
favorite. We sei out to recreate the whole 
atmosphere of the disaster, and [ think 
we did it.” 

Virtually the entire deck space of the 
huge Titanic was recreated as an ex- 
terior set at Pinewood. “It was forty 
feet in height.” recalled Unsworth, 
“which meant that lamps had to be 
mounted on poles—and they still had 
to be mobile. We shot all the night ex- 
teriors at night. There was no water for 
these sequences; in fact by daylight the 
whole structure looked pretty peculiar 
with cows wandering about underneath 
it!” 

The set represented the port side of 
the Titanic, Another set for the star- 
board side would have sent the budget 
soaring still higher, so Unsworth shot 
into a mirror and reversed the whole set 
for these scenes. 


(Continued on Page 642) 

































































{-Animastand.. 7 


ANIMATION and SPECIAL EFFECTS CAMERA STAND 


_ 
} ne 


© Operates with any 16mm or 35mm camera 

@ Precision alignment from 2 through 24 fields 

in @ Massive main column (334” dia.) guide column 

(2” dia.) ground for accurate performance 

e ¢ Ball bearings for smooth zoom action 

.. @ Precision machining thruout with .001 accuracy 

) © 60” zoom; 24” east /west, 18” north ‘sant av travel 

le © 360° Rotational table; precise locking action 

k © 4 counters calibrate compound; zoom movements 

¢ Twin heavy-duty rods support rigid, counter- 
balanced camera faceplate 

© Roller chain drive; ultimate strength 2000 Ibs. 

© Easy to install & operate. Passes thru 30’ doorway 

“ ® Acme registration “Standard of the Industry” 

d © Heavy welded steel base 

- © Wt. 850 Ibs.; Ht. 9 ft. 
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CONVENIENT PAYMENT PLAN AVAILABLE 


Write for illustrated brochure describing 
many adaptations of the TEL-Animastand 





Here is a partial list of the many 
satisfied Tel-Animastand users: 


Associated Missile Products Corp., Pomona, Calif. 
Boeing Airplane Co., Wichita, Kansas 
California Institute of Technology, Pasadena, Calif. 
Campbell Films, Saxton’s River, Vermont 
Holland-Wegman Productions, Buffalo, N. Y. 
Sandia Corporation, Albuquerque, N. M. 
Telefects, Inc., New York, N. Y. 
TV Spot Service, Cedar Rapids, lowa 
UNESCO (Aid te India), Paris, France 
of California, Livermore, Calif. 
Veterans Administration Hospital, Topeka, Kansas 


Viguie Film Productions, Inc., Santurce, P. R. 
Photographed at 
, Telefects, Inc., N. Y. C. 1 


ae BD apartment . of the Motion Picture Industry a 
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ao « Western Branch: 6331 Hollywood Boulevard, Hollywood 28, Calif. e Phone: HO 7-2124 
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By FREDERICK FOSTER 


NDICATIVE OF THE growing interest evinced by industry 
to employ veteran Hollywood directors of photography 
and the latest wide-screen systems for its industrial motion 
picture productions is recent assignment of Academy 
Award-winner Hal Mohr, A.S.C.. to” photograph in 
Technirama a short film for General Motors current 
Motorama show. Although the finally-edited version is 
but © minutes in length in screen time, it required 10 
days to film in two locations Detroit: and at General 
Motors Desert Proving Ground in Arizona. 

The film. “Imagination In Motion.” pictures General 
Motors’ latest experimental car. Firebird TIL. from plan- 
ning board to its emergence on the test track a sleek. 
swept-wing. turbine propelled vehicle of tomorrow —— with 
a jet-like flight’ on the test track straightaway for a 
smashing climax, 

When Mohr was summoned to Detroit to huddle with 
the motor company's engineering executives and adver 
lising men in the pre-production planning of the film. the 
Firebird TIL was still on the drawing boards. although 
General Motors’ engineers knew exactly what the car was 
to be once it took form, The customary clay mockup 
already was receiving finishing touches when Mohr 
moved into GMs Technical Center with the Technirama 
camera to begin shooting this spectacular promotional 
film in 35mm color, 

Firebird ILL is said to be the first car ever designed 
around a single stick control svstem which eliminates 
the conventional steering wheel. brake pedal and accel 
erator, Like its predecessors, Firebird | and Firebird II. 
which were first shown publicly in GM Motoramas of 
1954 and 1956, the new Firebird was conceived and 
stvled by Harley J. Earl. GM Vice President in charge 
of the company’s Styling Staff, 

\ two-passenger, gas turbine powered car. it is missile 
like in appearance as well as in engineering details. Tools 
of the space age electronics. transistors and compulors 
ire employed to guide the car automatically and contro! 
passenger comfort. Because only one Firebird UL will 
ever be built. it was the function of the motion picture 
Moh Was about to photograph to show millions of 
Americans who will visit GMs Motorama the results of 
General Motors’ unrelenting search for better transporta- 
tion for the future. 

From the detailed script, director Dick Lyford visual 
ized its most important aspects in the form of a rough 
story board, which became the springboard from which 
the shooting was projected, The major “part of the pl 


PHOTOS AT LEFT show contours and features of General 
Motor’s latest experimental car, Firebird Ill, which is the 
subject of a 6-minute color film photographed by Hal Mohr, 
A.S.C.. and being shown at current Motorama show. An 
outsianding feature of car is absence of steering wheel 
which is replaced by centralized single-stick control for steer- 
ing, braking. acceleration, etc., pictured in bottom photo. 












































































ash Of Tomorrow 


General Motors’ latest experimental car gets full glamour treatment 
in a 6-minute film photographed in Technirama by Hal Mohr, A.S.C. 


ture’s footage was shot at GM's fabulous 
Technical Center. near Detroit. The pic- 
ture story. filmed entirely without sound. 
begins in the Styling Department of the 
Technical Center, which was introduced 
in two carefully composed shots of the 
structure's facade and = grounds, The 
crane-mounted Technirama camera then 
was moved inside for a long shot of the 
drafting room, From here it dollied to a 
closeup of a drawing board on which 
was mounted a sheet of blueprint paper. 
A hand entered the scene and drew a 
bold line in yellow across the sheet of 
paper. Other blueprints and drawings 
falling successively into place on the 
drawing board showed the evolution of 
the Firebird II] on paper. Here, each 
take was shot for A&P dissolves by the 
laboratory to smooth out the transitions 
and give added pace to the sequence. 

Ensuing shots pictured the various de- 
partments involved in the car's styling. 
engineering and = construction. Special 
lighting and camera treatment was given 
to photography of the mockup, which 
shows the designers concept of the car 
that evolved from the myriad of blue- 
prints and sketches shown — seconds 
earlier, 

Meantime. the Engineering Depart- 
ment was putting finishing touches on 
the turbine engine and the score of elec 
tronic components that go into the car. 
All these were photographed briefly in 
various stages of development, in a man- 
ner that would best complement the 
pictures narration, 

“Our most interesting and exacting 
scene at this stage.” said Mohr. “was one 
that shows the chassis mockup being 
assembled in a stop-motion dolly shot. 
with the various parts dropping magic- 
ally into place as the camera moves 
slowly alongside, This was probably the 
most intricate and time-consuming se- 
quence in the whole picture to photo- 
graph. It had to be carefully planned 
so that it would occupy exactly the 14 
seconds screen time allotted to it in the 
script, 

“Because it was much easier and surer 
to remove a part than to tediously fit it 

(Continued on Page 638) 








AT GENERAL MOTORS’ Desert Proving Ground at Mesa, Arizona, director of photography 


Ha! Mohr, in helmet at le.t, and his camera crew prepare to make a traveling shot with the 
Technirama camera mounted low on special platform secured to rear deck o! the Firebird. 
Ai righ! o° camera is Harry Wolf, veteran Hollywood studio operative cameraman. 


WHILE MOHR'S camera 
crew mount the Techni- 
rama camera on camera 
car for a series of run- 
ning shots, two cinema- 
tographers from Genera! 
Motors’ Photographic 
prepare to shoot similar 
footage with a 16mm 
and a 35mm camera 
for a dealer informa- 
tion film. 
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Cows milked, chickens fed... 


How about going to the movies ? 







Then comes the vital question: 
“What's playing ?”’ If it's one of 
the better pictures, watch them 
line up at the box-office! 












Better technics help make good 
pictures better. That's why close 
co-operation with the Eastman 
Technical Service for Motion Picture 
Film pays off. Call upon it with 
questions of production, processing, 
distribution, and projection. Offices 
located strategically. Inquiries invited 













Motion Picture Film Department 


EASTMAN KODAK COMPANY 
Rochester 4, N.Y. 









East Coast Division 
342 Madison Ave. 
New York 17, N.Y. 







Midwest Division 
130 East Randolph Drive 
Chicago 1, Ill. 









West Coast Division 
6706 Santa Monica Blvd. 
Hollywood 38, Calif. 
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Animated Film Techniques 


PART IV: The Animator’s Problems 


By CARL 


HE ACTUAL TASK of making animated 
| yah sete characters move falls to a 
crew of artists known as animators. They 
usually work at specially-constructed 
desks having sloping tops. in the center 
of which are ground-glass windows 
lighted from beneath. Here the animator 
may pile a sequence of drawings, one 
over the other. so that he can check on 
the particular phase of action on which 
he is working. Lsusally he is concerned 
only with developing the “kev” draw- 
ings showing the extremes of the action. 
Another artist. known as “in-betweener.” 
takes these key drawings and subse- 
quently draws the required number of 
pencil sketches needed to fill in the 
sequence of action between the extremes. 
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On this phase of animation we shall go 
into later in greater detail. 
The animation of a cartoon is handled 


much the same as the shcoting of 


very 
a live-action picture—scene by scene 
and not necessarily in sequence. Each 


scene is timed out for its required screen 
footage before production—just the re- 
verse of the procedure for live-action 
films. This method generally makes for 
more precise control ever all the ele- 
ments of the picture and provides a 


reasonably definite course for the ani- 


mator to follow. Changes in timing. 
which will shorten or lengthen scenes. 
may vet occur as the animator works 


out his idea of the action. 


~ . ! 
Several animators usually work on 
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FIG. 1—An onimator tries ovt a facial 
expression in the mirror before transfer- 
ring it to the whimsical cartoon character 
he is drawing. (Photo (©) by Walt Disney 
Productions). 


each animated cartoon production—each 
handling a block of scenes in_ their 
respective order, Sometimes one ani- 
mator’s work will be scattered through- 
out the picture. But so standardized has 
professional animation style become that 
it is almost impossible to differentiate 
between the work of the various men in 
a particular studio. Obviously complete 
coherence of style is necessary in order 
to compromise with the assembly-line 
production methods of animated car- 
toons today. 

The problems confronting an anima- 
tor when starting a scene vary according 
to the type of action called for. For ex- 
ample, a scene containing dialog will 
require a different approach than one 
comprising straight action. Also, there 
are different types of straight action 
personality pantomime, fast action, ete. 
No two scenes are ever quite alike: 
each new scene undertaken by the ani- 
mator will have its own particular prob- 
lems. 

It would be quite impossible to lay 
down any specific set of rules govern- 
ing the procedures for every type of 
scene on which an animator may work. 
However, there are certain general pro- 
with animation me- 
chanics and timing that remain constant 


cedures concerned 


and applicable to almost any animation 
problem. 

The animator has opportunity to be- 
come pretty thoroughly saturated with 
the intent and purpose of each scene in 
a production prior to actual animation 
when he with the director. at 
which time the story action is carefully 
described and timed down to its small- 
est component. At this time he is pro- 
vided with the working set-up of the 
scenes by the layout-man who indicates 
position, size, and path of action of the 
character or characters taking part in 
them, and diagrams the camera moves. 

An exposure sheet (See Fig. 3) is 
made out for each scene and indicates 
the action in relation to the footage 
allotted to it in terms of screen time. 
The drawing numbers and any special 
camera instructions are not yet on the 


meets 


exposure sheet. as these are details that 
are added by the animator during the 
graphic production of the scene. 
Before actually starting work on the 
for a new picture. 


drawings scene or 
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FIG. 2—Animator's original rough extremes of action 
ing « jump. They represent his idea of the important poses in course of 


the animator may sit quietly, deep in 
thought, and go over the action in his 
mind—visualizing it as it will ultimately 
look on the screen. Different animators 
will approach the animation of a scene 
in as many different ways: but one 
generally accepted procedure is to draw 
a number of small, rough action-poses 
on a sheet of paper, illustrating the 
general routine of the idea of the action. 
Usually, hell fuss around with the 
sketches until he develops concrete ideas 
for present and future animation draw- 
ings—in short, until he figures he has 
the “feel” of the scene. At this point he 
will start animating—laying out the 
rough key poses of the action on the 
working layout. 

Animators work with sheets of draw- 
ing paper in two sizes—1l0°x12” and 
121,°x1514". The smaller is called a 
“5 field” paper; the larger. “61% field.” 
The term “field” indicates the maximum 
area of the drawing which the camera 
can cover during the photography step. 
Along the lower edge of each sheet are 
five accurately-punched holes which fit 
pegs on the animators drawing board. 
and are for the purpose of insuring 
accurate registration of all drawings 
through all stages of the production. 
Pegs of corresponding size and spacing 
are also fitted to the inkers tracing 
boards and on the table-top of the ani- 
mation camera, 

The area of the drawing that is 
covered by the camera in the photog- 
raphy operation ranges from the equi- 
valent of the closeup to a long-shot in 
live-action photography. Professional an- 
imation studios usually have a table of 
standard field sizes for the guidance of 
all animators. The fields range from 
a 2—which covers a very small area of 
the drawing—to a 614, which calls for 
use of the large-size sheets of drawing 
paper. 

Most animated cartoon art work is 
done on 5-field paper. with the 61.- 
field paper being used whenever a large 
set-up is indicated. The latter affords 
more freedom of action and also lends 
to the animator’s convenience in hand- 
ling a great many characters in a scene, 
or in certain complicated setups. 

Camera moves are termed “trucks” 
after the term ‘trucking’ which is 
sometimes used instead of the word 

(Continued on Page 644) 





of Bambi attempt- 


% 
7 





x 
73 


















CET | PCaUr DATE vert Cmecete 








Stoutmce scEnt 





Peo 


2002 | 2.\ 


3.00 |1G.15 | Kane 








Bambi 
Bunnies 





MED. SHOT - Bambi backs away from log three or four steps & sets into cute little 
crouch position, expressing his determination ana then runs for log and makes a 
Bighty leap. Bunnies who have been sitting on top of loz scatter as Bambi approaches 
log. bi comes down on top of log as bunnies scatter out of scene. Cut. 
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FIG. 3—Typical ‘‘exposure sheet’’ on which the animator outlines animation 
instructions for each scene. On this sheet are instructions relating to the 
animation of scene from Walt Disney's ‘“‘Bambi,"’ illustrated here last 
month. (All illustrations on this page © by Walt Disney Productions.) 
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the action. All poses between these extremes were subsequently sketched 
by an assistant called an ‘“‘inbetweener.”’ 
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SOUND TRACKS FOR TOMM ANIMATED FILMS 


Here’s a process that’s simpler than recording live-action sound 
in syne and is well within the capabilities of amateur filmers 


By 


STUART WYNN 


Note: In a recent issue of AMATEUR CINE WORLD, British film maker Stuart 
Wynn Jones, who claims he could write all he knows about electronics engineer- 
ing on one frame of 8mm film, described some interesting facts and procedures 
relative to sound tracks for animated films produced by amateur film makers— 
an important activity, incidentally, among British amateurs. We are indebted to 
him and to the publishers of ACW for permission to publish here a condensa- 


tion of his article — EDITOR. 


PTICAL SOUND TRACKS for 16mm an- 
O imated films can be made with 
equipment which, if not already owned 
by many amateurs, is often available 
through Cine clubs. The process is sim- 
pler than the recording of live action 
sync. sound, and is well within the capa- 
bilities of the amateur cinematographer. 
Briefly, the method is as follows: the 
sound track is recorded on magnetic tape 
which is then sent to a film laboratory 
and transferred to optical track. This op- 
tical soundtrack is then “read” to estab- 
lish the position of sounds relative to 
number of frames, and the information 
is recorded on some form of “dope- 
sheet” which forms a guide for anima- 
tion and camera work. The visuals are 
then shot, and the two films — sound 
track and visual — are given “sync.” 
marks and sent to the laboratory for a 
“married print.” 

Magnetic tape recording is a subject 
which is rapidly developing a literature 
of its own, and there is not space here to 
describe in detail the various fascinating 


methods of messing about with tape. The 
recording of a track for an animated film 
offers great scope to the ingenious op- 
erator of a tape recorder. Commentary, 
effects and music can be arranged and 
edited on tape with comparative ease. It 
will be an advantage if the sound is ar- 
ranged in some fairly regular rhythm, 
with clearly defined changes of timbre 
and volume, as this will not only facili- 
tate track reading, but will also give a 
rhythmic basis for animation. It’s also a 
good idea to insert some easily recog- 
nized sound to indicate the position of 
the first frame of the track. This will act 
as a zero mark for positioning the sub- 
sequent sounds, It is also advisable to 
keep some sort of “score” or “script” of 
the sound track, This may be written in 
musical or verbal notation and should be 
sufficiently detailed to be referred to 
when doing the subsequent animation. 
Where you wish to record music 
which is covered by copyright. it will be 
necessary to pay a fee and obtain a li- 
cense from the Sound Film Music Bu- 


JONES 


reau Ltd., 29 Maddox Street, London. 
W.i, for films made in Great Britain. 
Similar requirements are said to prevail 
in the U.S., also. Certain companies pro- 
vide mood-music records designed espe- 
cially for dubbing on to film, and ar- 
rangements to use these at favorable 
rates can be made through the Institute 
of Amateur Cinematographers. 

Alternatively, you may prefer to try 
your hand at “concrete” music mixing 
which is great fun and doesn’t require 
a license! The track for one notable ama- 
teur film was made by recording various 
sounds on tape, and then cutting the tape 
into short lengths which were re-ar- 
ranged in rhythmic patterns. Only one 
recorder was used; if you have access to 
additional recorders and can thus dub 
sounds in various combinations, there's 
no limit to the effects you can create. 

The completed tape recording is sent 
to the lab for transfer to 16mm optical 
track. When instructing the lab, it will 
be necessary to tell them the speed at 
which the recording was made, the film 
speed at which the transfer is to be made 
and the type of film-siock required. 

Most labs prefer recordings to be 
made at 15 i.p.s. but can transfer when 
necessary from tapes recorded at 71 
i.p.s. Recordings should be made on 
single track only. The normal film speed 
is 24 f.p.s., but tracks can be laid at 16 
f.p.s. if. for instance, only commentary 

(Continued on Page 642) 
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DIAGRAM shows how sound track must be advanced 26 frames for punching 16mm print sync marks. 
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FIG. 1—Bolex B-8L 8mm camera with the 20/20 Compumatic 
exposure calculating system. The built-in photocell is moved 
into position back of the lens by pushing down lever A. B is 
the Compumatic control dial and C the control knob for the 
camera's variable shutter. 





FIG, 2—Most movie scenes consist of a variety of shades 
ranging from white to black and exposure frequently has 
to be based on a certain area within the scene. 


INE CAMERAS HAVING built-in exposure meters are not a 
Hier dome new develpoment, but the recent introduction 
of completely automatic 8mm cameras has put this develop- 
ment in the headlines again. Although combining the ex- 
posure meter with the camera seems like an ideal and logical 
solution to the problem of getting consistently accurate expos- 
ures, professional cameramen, until now and even veteran 
amateur movie makers, have shown little interest in this in- 
novation—apparently assuming that a small meter built into 
a camera will not render exposures sufficiently accurate for 
their work. 

Whether these photographers have ever made _ practical 
tests with meter-equipped cameras, | do not know; but if 
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LENS-COUPLED EXPOSU 


WILDI 


By ERNST 


FIG. 3—Light backgrounds can unduly influence exposures based on straight 
readings, resulting in substantial under-exposure on sub‘ects in the foreground a me 
shown here. 


they have, and the results were unsatisfactory, it is likely that 
the camera and its built-in meter were not used properly. 
Critical veteran photographers know that the accuracy of 
any exposure meter depends on the accuracy with which 
readings are made with it. And when the meter is built into 
the camera, the danger of careless usage still exists. Too 
often owners of meter-equipped cine cameras are likely to fall 
into a habit of setting up the camera and shooting at what- 
ever f/-stop the meter indicates, without considering direc- 
tion of the light, brightness of the subject or scene, shadows. 
highlights, and focal-length of the lens used, etc. Little won- 
der, then, that when the professional learns of the results ob- 
tained by such methods, he considers the exposure-controlled 
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SURMETERS—NEXT FOR PROFESSIONAL CAMERAS? 


New innovation makes good exposures eas >r and surer for cine amateurs. 
Adapted to professional 35mm motion pict ize cameras, it could 
benefit cinematographers in many fields of film production. 


also 








aight FIG. 4_With the Bolex 20/20 Compumatic system, closeup readings of light falling 
eground.tpn main subiects can easily be taken from camera position to achieve correct 
exposure on subjects, as shown here. 

al camera strictly for the amateur. 

vy. ff An entirely new development in the field of built-in ex- 

ol posure meters, however. makes it well worth investigating 

h again whether this important photographic development can- 

lo | not successfully be applied to professional cinematography. 

0 This new development in automatic exposure calculation has 

ull been incorporated in the new Bolex B-8L 8mm camera and is 

it- known as the Bolex 20/20 Compumatic system. Unlike with 

e F other systems where the meter functions as a separate part 

s. of the camera and controls the lens diaphragm either by 

n- mechanical means or by means of low-powered electric cur- 

b- ff rent, the exposure meter is an integral part of the Bolex 

“dl B-8L itself. The meter’s photocell is located behind the lens 
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FIG, 5—Correct lighting ratio is easily determined with 
Compumatic system by taking pin-point readings of lightest 
and darkest areas in scene, using a telephoto lens. 


and the rotating turret and functions directly in front of the 
film, as shown in Fig. 6, page 632. The photocell, therefore. 
reacts only to the light which passes through the lens and 
reaches the film to make the exposure. Perfect exposures are 
assured when the film receives the correct amount of light 
and this is what the Bolex Compumatic system does. 

In recent years, Hollywood cameramen have shown in- 
creasing preference for lenses calibrated in T-stops rather 
than those calibrated by the older { -system. The latter are 
based on the geometrical relationship between the focal 
length of the lens and the effective diameter of the dia- 
phragm. Not considered is the possible loss of light in the 


(Continued on Next Page) 


Ocroper. 1958 _ 








of the Bolex B-8L Com- 


FIG. 6—Photocell 
pumatic system is located behind the lens, 
directly in front of the film position, and 
measures only the light that reaches film 


reflections and = ab- 


itself 


sorption or differences caused by me- 
lens dia- 


lens through 


chanical tolerances in the 
phragm. 

On the other hand, with T-stop cali- 
brated lenses, photographers are assured 
that each lens, regardless of make or 
focal length. will transmit the same 
amount of light at a given T-stop. This 
is because the stops have been deter- 
mined on the basis of actual light trans- 
mission of the lens—measured by a 
photocell mounted behind it. The Bolex 
20/20 Compumatic system is based on 
exactly the same principle. and as a 
result exposures made with the Bolex 
B-8L. 8mm camera will be of T-stop 
accuracy without having to use T-stop 
lenses. 

The Compumatic system has far more 
important advantages than simply tak- 
ing into consideration differences in light 
transmission, Motion picture photogra- 
phers invariably use a wide range of 
lenses of various focal lengths, from 
extreme wide-angle that takes in a field 
of view as much as 50° to long tele- 
photos having an angle of view less 
than 5 

The acceptance angle of an ordinary 
photoelectric exposure meter, including 
those built inte cameras. is fixed and 
generally approximates the angle of view 
of the normal taking lens of the camera. 
When wide-angle or telephotos are used. 
the exposure meter still measures the 
light with the same acceptance angle 
although, in the case where a telephoto 
is used. the small area included in a 
telephoto shot may be of an entirely 
different brightness than the large area 
measured by the meter. Thus, in ordet 
to obtain a more accurate light reading 
of that small area, the photographer 
must take a reading close up, which is 
frequently impractical or impossible be- 
cause telephoto lenses are mostly used 
when the photographer. for some rea- 
son, cannot or does not wish to approach 
the subject. The Bolex 20/20 compu- 
matic system overcomes this problem 
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FIG. 7——The system's control dial, which is located on front of the camera next to the finder 
window, is set according to speed of film used, shutter opening and camera speed. There- 
after it is only necessary to close lens diaphragm until both indicators are parallel, as shown 
at Y. Unadjusted indicator needle is shown at Z above, right. 


effectively, and allows that which even 
a separate meter 
namely, pinpoint exposure readings of 
small and distant areas by simply mak- 
ing the reading with the telephoto lens 
in place. 

Such pinpoint readings have import- 
ant applications in the professional field. 
both outdoors and in the studio, where 
the creative use of side or back lighting 
ean greatly enhance the pictorial quality 
of a In black-and-white cinema- 
tography mood is established and_ sus- 
tained by the creative use of shadows 
and highlights, and exposures may have 
to be based on one or the other, Pin- 
point exposure readings, made through 
the telephoto lens. can serve to deter- 
mine the brightness ratio between high- 
lights and shadows. Since the profession- 
al cinematographer makes extensive use 
of backlighting. he will also appreciate 
the fact that the photocell in the Bolex 
camera is not hit by direct light. as in 
the case of a detached meter, and there- 
fore not subject to false light readings. 
A motion picture camera incorporating 
the built-in exposure meter system of 
the Bolex B-8L retains the full advan- 
tages of interchangeability of prime len- 
ses, where it has a standard lens mount. 
because the lenses are not mechanically 
coupled to the meter in any way. Such 
a camera could be equipped with a 
zoom-type lens and even anamorphic 
wide-screen lenses, and correct exposure 
readings would be assured for either 
type lens at all f/-stops because the 
meter reads the light coming through 
the lens to the film. 

The superiority of the system becomes 
more evident when filters or ex- 
tension tubes are How 
photographer arrive at the correct f 
stop when using these accessories? Only 
by calculating the stop on the basis of 
the filter or extension tube factor. With 
the Bolex Compumatic system, any light 
loss induced by use of filter or extension 
tube requires no extra consideration by 
the photographer and therefore involves 


exposure cannot 


scene, 


even 


used. does a 
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no manual exposure adjustment, as when 
other cameras are used, This is because 
with the Bolex B-8L, the photocell of 
the built-in’ meter measures the light 
after it has passed through the filter or 
extension tube and = subsequently — the 
lens, and reaches the photocell with its 
intensity already diminished by the lens 
accessory used. The meter, then, meas- 
ures exactly the light reaching the film. 

In addition to subject brightness. 
three other factors affect exposures: the 
sensitivity of the film used, camera 
speed, and shutter opening used. All 
these are fully taken into account in the 
Bolex B-8L’s automatic exposure 
tem. Its meter indicates correct expo- 
sure for all films with sensitivities rang- 
ing from ASA 10 to ASA 80, and for 
camera speeds from 12 to 64 frames per 
second, The camera is also equipped 
with a true variable shutter, adjustable 
from zero to 150°, and which can be 
locked in two fixed positions—half and 
fully open. 

How does the Bolex Compumatic sys- 
tem work? A tiny, extremely sensitive 
selenium photo-electric cell is located 
between the rotating shutter and_ the 
two-lens turret. It is moved in front of 
the film aperture by simply pushing 
down on a lever (A, Fig. 1). By opening 
or closing the lens diaphragm, the photo- 
cell receives more or less light, thereby 
activating a needle visible in the view- 
finder (Fig. 7.) The lens stop is cor- 
rectly set for a given scene and light 
condition when this needle is lined up 
behind a stationary indicator, as shown 
at “Y” in Fig. 7. The latter is connected 
with what might be termed the “con- 
trol board” of the camera which con- 
sists of a dial which is set for sensitivity 
of film used, camera speed, and variable 
shutter opening. The moment the re- 
lease button on the camera is pressed. 
the photocell automatically moves out of 
position in front of the film. 

Although the B-8L is an ideal camera 
for all beginners, it was not specificalls 

(Continued on Page 654) 
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ACADEMY AWARD WINNING 


NOW OFFERING NEW DESIRABLE FEATURES 


yr Rtnk +t & a rR © 8 OC T 
HIGHER SPEED... 


The speed of the light selector arm which rotates the light shutter has been 
increased from 36 to 63 R. P. M. 


STAINLESS STEEL CONTACTS... 


The new stainless steel contacts insure a longer, trouble-free life due to their 
self-cleaning action, 


MOTORS OPERATED ONLY DURING PRINTING... 


~~ The servo-unit drive motors ore actuated only during actual film printing and 
. . are started and stopped by the tape reader information. This results in reduced 
wear on motors, brakes, and clutches and reduces maintenance costs. 


GREATER ACCURACY... 


Sharper brake action increases the accuracy of the printer point selection. 


LONGER LIFE... 


Smoother engagement of clutches in the servo-units increase the life of the 
motor and the belt. 


NEW ELECTRONIC COMMAND UNIT... 


This circuit is redesigned to avoid any wear and arcing of relay contacts and 
results in lower power transformer temperature. 


NEW SIGNAL LIGHT ARRANGEMENT... 


The lamp in the electronic unit does not light up until the time relays have 
operated indicating that the unit is ready for printing. 


IMPROVED SAFETY CIRCUIT... 
Additional safety features have been incorporated to eliminate misfiring of 
thyratrons controlling the servo-unit, thus assuring correct positioning of the 
light selector arm. 


QUICKLY ADJUSTABLE... 


For added convenience the machine can be quickly adjusted to any of 21 or 31 
settings as well as offering adjustable spacing. 














WRITE FOR INFORMATION REGARDING OUR NEW RENTAL PURCHASE PLAN 


FOR LABORATORY EQUIPMENT WitTtH ADVANCED DESIGN 


UNICORN ENGINEERING CORPORATION 


KEE P UNICORN IN MiNOD 





AUTOMATIC TAPE SPLICER 


Unicorn’s Robot Splicer is the ideal piece of equipment for use in 
splicing film in total darkness prior to its entry into the processing 


machine. 


Assures an extra strong splice which cannot come 


apart during the processing cycle. 


Eliminates all danger of nicks to processing rollers 


caused by staples, clips, or eyelets. 


Pressure sensitive Mylar-base tape wraps completely around the 
cut edges of film resulting in a film saving butt splice. This guarantees 
minimum waste and safely ties down edges so that they cannot catch 


in the processing machine parts. 
THREE MODELS ARE CURRENTLY AVAILABLE: 


Model A-2835-35mm $2,200.00 


Model A-2816-16mm $2,200.00 





*Model A-2870-70mm $2,700.00 











*Special order 


BACLUSIVE DISTRIBUTORS 


HOLLYWOOO FILM COMPAWN Y¥ 


MAIN OFFICE 956 N. SEWARD ST., HOLLYWOOD (38), CALIFORNIA ° HO. 22-3284 
BRANCH OFFICE: 524 WEST 43RD ST., NEW YORK (19), NEW YORK 1 LO. 3-1546 


633 




























The Film Voted Best of 1958" At Brussels 


Rated one of the most technically interesting films of recent years, “An Invention of 


Destruction” combines live actors, puppets and animation 


FLYING MACHINE, looking exactly 

like an old drawing in an 1880 Jules 
Verne novel. comes to life and whisks 
across the movie screen . . . automobiles 
puff steam ... a weird submarine with 
webbed “feet” paddles through the ocean 
. . « a scientist works at a monstrous 
machine with so many wonderful con- 
traptions that the audience breaks into 
applause .. . 

Such are the scenes from a Czechoslo- 
vakian motion picture that won the title 
of Best Film of 1958 at the World Film 
Festival at the Brussels Exposition this 


By ALINE 


MOSBY 





winning film was Karel Zeman, an ani- 
mator. designer and director of Czech 
puppet films almost since their incep- 
tion. His idea was to make a Jules 
Verne movie in the spirit and style of 
the original novels. 

Imagine, if you can remember them. 
the drawings in the Verne books 
cuts and etchings criss-crossed with tiny 
horizontal lines, showing fantastic can- 
nons, submarines, balloons and_ other 
“fantasies” of what was to come in the 
future. That, exactly, is “An Invention 
of Destruction”, frame-by-frame. 


wood- 


Zeman first assembled a vast collection 








Si on ——— . 


summer. | 
It is “An Invention of Destruction.” of the works of French painters, Bennett 
adapted from a Jules Verne novel, and and Riou, who illustrated the first edi- 
one of the most technically interesting tions of the Verne books. The design of 
films in recent years—a combination of the film—the sets, the costumes, the 
live actors, cartoons and puppets. props and wonderful machines—was 
“An Invention of Destruction” prob- copied faithfully from those drawings. } 


ably could have been made only by the 
Czechs—the clever, patient artisans who 
long have reigned supreme in the field 
of puppet films. 

The director of this fascinating, prize- 


KAREL ZEMAN, Veteran animator, designer 
ond producer of Czech puppet films di- 
rected the Jules Verne-ish “Invention of 
Destruction."’ 





The story is adapted from the Verne 
novel, “Face Au Drapeau.” the same 
story said to have inspired Walt Disney's 
American version, “Twenty Thousand 
Leagues Under the Sea.” 














THE “NAUTILUS” is a plastic puppet miniature. The fish and part of the 
background are animated drawings. All artwerk was done in the style of 
old black-and-white etchings or woodcut illustrations. 





BACKGROUND, machinery, etc., are drawings with moving parts ani- 
mated. The actors are live and were superimposed over the background 
by unique methods of traveling matte and optical printing. 
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Live actors portray the characters. But 
the scenery, the backgrounds and the 
machines in the Czech film are some- 
times cartoons, and sometimes little 
“puppet” models that move via the fa- 
miliar method of single-frame photogra- 
phy—the cinematographer moving the 
model a fraction of an inch, photograph- 
ing it, moving the model again, and re- 
peating the process. 

For “An Invention of Destruction” 
cinematographer Jeri Tarantik photo- 
graphed each scene with a piece of glass 
on which had been drawn fine horizontal 
lines mounted before the camera lens. 
The result is the curious, intriguing ef- 
fect of looking at the old black-and-white 
etchings and woodcuts come to life. 

This complicated marriage of live- 
action, drawings and puppet-like models 
meant that the same film often went 
through the camera three and four times. 
For example, for some scenes cartoons 
were first drawn of the outdoor back- 
grounds. Then a weird, 12-propellor fly- 
ing machine—actually a two-foot long 
plastic miniature—was photographed via 
the puppet stop-action method, superim- 
posed over the same film. Then live 
actors, filmed in appropriate perspective, 
went through their paces, and this was 
superimposed again over the drawings 
and puppet-type miniatures. 

For some scenes, full-size (but not 
practical) Verne machines had to be 
built. For most of the scenes the sub- 
marine “Nautilus” is a plastic model, 
photographed via the puppet “stop- 
action” method as it “moves” through 
the sea. The underwater mountains, can- 
yons, strange fish and sea creatures were 
drawn in the animated cartoon method. 
When Zeman cut to closeups of live 


THE PIRATE SHIP—-made of wood and paper and painted in the style 
of the original etchings that illustrated old-time books of Jules Verne. 
Here, again, actors are live, photographed in proper perspective. 


actors climbing out of the submarine, a 
prop section of a full-size, stationary 
model was used. 

The underwater scenes, incidentally, 
were photographed “dry.” The water 
effect is trick photography. And the deep 
sea actors move slowly, as if moving 
through water, because they were sus- 
pended by wires attached to their diving 
costumes while the camera was set for 
slow motion photography. 

Another touch that gives the film the 
feeling of the old Verne etchings is the 
scenery used for many of the shots of 
live actors, which consisted of walls, 
props, buildings, etc., painted on paper 
or wood in the exaggerated manner of 
the ancient drawings. 

The story of “An Invention of Des- 
truction” is the familiar tale of the 
scientist, Thomas Roch, who has _in- 
vented a new explosive. He plans it 
for peaceful uses, to take the place of 
coal and oil. But a pirate kidnaps him 
and his assistant, Simon Hart, and takes 
him by submarine to an island formed 
in the ocean in the hollow of a volcano. 
The pirate, posing as Dr, Artigas. a 
patron of scientists, provides Roch with 
a laboratory in which to finish his in- 
vention—allegedly in the interests of 
humanity. 

The assistant, Hart, soon discovers the 
villain plans to conquer the world. The 
scientist, too, at last sees the light and 
blows the island laboratory, the inven- 
tion, the pirates and himself to pieces 
rather than have the explosive used for 
war. At the last minute Hart and a 
young girl escape from the island in a 
balloon. 

A modern touch was given to the end- 
ing when the explosion, executed via 
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animation, resembles an atomic bomb 
blast. As the young hero, Hart, tries to 
flee from the island, a guardian of the 
fortress, a mammoth eagle, tries to des- 
troy him. This led some observers at the 
film’s showing at the Brussels World 
Film Festival to wonder if the Czechs 
had the U.S., as symbolized by an eagle, 
in mind as the “villain” who wants to 
use the bomb for war. 

But Zeman, in an interview for the 
American Cinematographer, pointed 
out that the eagle was mentioned in the 
original Verne novel as a symbol of Na- 
poleon. He says he meant the eagle to 
stand for a flying machine because “I 
wanted to free this idea from elements 
of nationalism.” 

“It was Verne’s idea that there was a 
possibility to discover an invention 
which might be dangerous for all man- 
kind,” the director explains, “But it was 
Verne’s idea, too, that the whole world 
had to unite against this danger. This 
was written 80 years ago in ‘Face au 
Drapeau’. I have tried to do my best to 
keep the true spirit of Verne’s work in 
“An Invention Of Destruction.” 

“It has ever been my wish to make a 
good Verne picture, but nothing else, 
as a remembrance of adventurous read- 
ing of our time of youth. This picture 
came from the bottom of my heart. I am 
fond of his stories. Verne was a great 
cosmopolitan humanist and he wrote his 
books for the whole world. I had the 
same idea—to do a picture for all the 
world.” 

Many efforts have been made by 
others over the years at capturing the 
Verne spirit and bringing it to the 
screen, beginning with George Melies’ 

(Continued on Page 644) 


FOR THIS DEEP SEA scene, the background is animation art work. 
monster is a miniature puppet ingeniously manipulated to simulate real- 
life action. The diver (center) is a live actor, superimposed. 
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Part One: Recording The Narrative Track 


Director 


JACOBS 
The Calvin Co.. 


By ALLEN 


of Sound Recording. 





ADVENT OF MAGNETIC tape and film recorders has made it a simple matter for the 16mm 
film producer to do his own voice recording, including the final mix. (Photo courtesy Kamen 
Advertising Agency, Houston, Texas.) 


ECORDING THE narrators voice for 
R motion picture sound tracks used to 
be the exclusive job of the professional 
recording studio. In time. a few intrepid 
producers attempted recording on discs. 
Still others attempted photographic (op- 
tical) track recording. Now, with the 
coming of magnetic sound recording de- 
vices, many industrial film producers 
and film producing units in major indus- 
try are doing their own voice recording 

including the final mix. 

Today. anyone with a few hundred to 
a few thousand dollars can set up to do 
magnetic sound recording for films. But. 
as in any other phase of film making. 
there are a number of things that must 
be mastered in order to do a creditable 
job. 

Narrative voice recording involves: 

1. Equipment 

2. Method 

3. Production 

The equipment may be a quarter-inch 
tape recorder, sproc ket-hole film record- 
er, or a magnetic-optical projector-re- 
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corder. We'll discuss the pros and cons 

of the various types of equipment in an- 

other article. For our immediate pur- 
poses, we ll limit the equipment discus- 
sion to pointing out that 

a. There are various levels of cost and 
quality, with some direct relationship. 
Better equipment makes possible bet- 
ter sound, up to a practical point of 
diminishing returns. 

b. Recorded sound can be no better than 
what goes into the microphone and 
what the mike can pass. (This also in- 
volves acoustics. ) 

c. It's necessary to have some method of 
interlocking recorder and_ projector 
(on which the workprint is run) in 
order to maintain the desired rela- 
tionship of words and pictures when 
the voice is recorded against the pro- 
jected picture. 

There are two basic methods of re- 
cording words to be fitted against pic- 
tures. One is to project the edited work- 
print and read the narration against it. 
The other is to record the narrative par- 
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Ine. 


them 
in the editing 


agraphs wild, and then match 
against the workprint 
process. There are arguments both ways, 
A continuous reading against project- 
ed workprint (with sufficient rehearsal) 
combines recording and voice editing in 
one operation; when you finish. the 
words are where you want them. Also, 
there is very little danger of the mood 
or pace varying from line to line except 
as you want it to. And you determine as 
you go that the spoken words will fit 
within the footage where they belong. 
At the Calvin Company we use both 
methods. We normally voice 
against the projected picture, unless the 


rece ord 


cueing is intricate and the placing of 
words very critical. 

When we record against workprint, 
we prefer to have the narrator see the 
film at least one time. Then, we utilize a 
staff man or the producer's representa- 
or whoever is most familiar with 
to cue the narrator. We 
visible cues. as 


tive 
the edited film 
use both the standard 
used in radio and television work, and 
arm or shoulder pressure cues—which- 


ever the narrator is accustomed | to. 





For the benefit of the many industrial, 
TV film, and in-plant 16mm film producers 
who are clients of The Calvin Company, 
Inc., Kansas City, Mo., Allen Jacobs, the 
company's Director of Sound Recording, 
has written a series of articles on sound 
recording for publication in The Aper- 
ture, workshop publication for 16mm film 
producers issued monthly by The Calvin 
Company. Purpose is to acquaint the 
small, independent film producer with the 
rudiments of and equipment for record- 
ing sound for his own 16mm productions. 

Because American Cinematographer 
numbers many readers on this level of 
professional film production, and because 
its editors feel that Jacob's articles can 
benefit many of these readers, we are 
reprinting the series, beginning in this 
issue, with permission of The Calvin Com- 
pany. 

Because of his extensive sound engi- 
neering background and his long experi- 
ence in dealing with the sound problems 
of the many 16mm film producers who are 
Calvin clients, Allen Jacobs is eminently 
qualified to speak and write on his sub- 
ject. 

Article Il in the series will appear in 
our November issue.—EDJTOR. 
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We've also used signal lights for the 
narrator, but we've found that the per- 
sonal cues have worked better for us. 

With a reading stand in front of him, 
we have our narrator face the screen 
on which the picture is to be projected. 
Then the mike is adjusted to the narra- 
tor’s height, speaking volume, etc. 

Some of the mechanics involved in 
getting ready to record are: 

1. Final script approval. Even though 
additional minor changes may be made 
in the script at the time of recording it’s 
advisable to hold up the narrator call 
until the script has been approved. Sit- 
ting in on several hours of tail-end script 
revision seldom improves the narrator's 
delivery. 

2. Typed script. Most narrators do a 
better job of reading if they don’t have 
the unnecessary hurdle of pasted-up, 
smudged, and otherwise hard-to-read 
scripts. 

3. Workprint ready. We try to avoid 
the nuisance of workprint splices break- 
ing during the recording session. The 
time taken to double-check (and to re- 
make poor) splices is time well spent. 

1. Equipment ready. It’s frustrating, 
when it comes time to record, to find 
that there is some bug in the recorder, 





the mike is acting up, the reading 
stand isn’t right, etc., etc., ete. No one 
will argue that it’s a good idea to have 
all equipment ready, checked out, and 
standing by in advance of the recording 
session, 


(Continued on Page 648) 


THE MAGNETIC-OPTICAL recorder-projector is an 
excellent machine for a number of specialized 
purposes, one of which is the direct post-recording 
of sound on sound-striped relecse prints. 
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SYNCHRONEX LENS with its built-in diaphragm-controlling light meter, is always 
set for correct exposure for color photography. It is presently available only for 
single-lens 8mm cameras having interchangeable D-mount optics. 


AUTOMATIC EXPOSURE CONTROL 


Integration of lens and light meter in one 
unit provides constant, automatic setting 
of lens diaphragm to prevailing light. 


parpoes OF THE progress that has been made in the science of automatic 
and semi-automatic exposure control for motion picture cameras is a lens 
developed by Elgeet Optical Company, Rochester, N. Y., having a fully auto- 
matic photo-electric controlled iris. 

Trade-named the Synchronex, it is said to be the first fully-automatic inter- 
changeable lens for cine photography. Designed to fit most 8mm D-mount 
single-lens cameras, the unit is considered one of the most advanced approaches 
to automation in cinematography in recent years. 

The lens-meter combination is compactly assembled in a conventional-ap- 
pearing lens housing, as pictured above. The lens itself—an f{/1.8 13mm— 
extends through the photo-electric meter component and is surrounded by its 
honeycomb grid at the front, through which light reaches the meter’s selenium 
cell. 

The iris of the Synchronex, like that of the human eye, enlarges or contracts, 
depending upon the intensity of the light—i.e., it opens or closes automatically 
to compensate for the change in light encountered in different camera setups 
or those induced when moving clouds alter intensity of the light falling on a 
scene while photography is in progress. 

All of the electric energy generated in the selenium cell is directed into the 
body of the lens to the delicately-balanced movable blades of the iris dia- 
phragm in a completely sealed unit. The selenium cell provides energy without 
the assistance of batteries or boosters, and depends entirely upon light—day- 
light or artificial—falling upon its surface to create usable energy. 

The acceptance angle of the cell is designed to collect all light within the 
area being photographed. Extraneous light from overhead sources, such as 
the sky or from reflection sources nearby, cannot influence the accuracy of the 

(Continued on Page 648) 
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FOR SALE 
HOUSTON-FEARLESS 


PROCESSORS 
16MM 


Model K-1A. For negative-posi- 
tive-reversal. A $5300.00 value. 
Completely overhauled and re- 
conditioned. 

Only $1495.00 


Also have 2 used Model K-1A's 

in serviceable condition. $995.00 

each. 

K-2 Negative-Positive Processor. 
Only $525.00 

Late model 11B. Negative-posi- 


tive- reversal. List value $6250. 
Now only $2850.00 


16-35MM 


Late model 10-CS. Negative- 
positive-reversal. List $16,750. 
Only $3950.00 


35MM 


Model 10. Needs overhaul. Will 
sell cheap. $13,250.00 value for 
Only $1750 


Model 10C. List $16,500 
Only $3250 


COLOR 


16mm color processor. Equipped 
for Ansco color. Simple modifi- 
cation will adapt for Ansco- 
chrome. List value is over 
$18,000.00. Our low, low price 
is 

Only $5950.00 


HOLLYWOOD CAMERA (0. 


10611 Chandler Blvd. 
No. Hollywood, Calif. 








FOR SALE 
BELL & HOWELL 


35mm to 16mm 
Reduction Printer 


Like New — Fully Cuaranteed 
Price Reasonable 


CAMERA EQUIPMENT CO., INC. 
315 West 43rd Street, New York, N.Y. 








16MM ANSCOCHROME 
Super Anscochrome 
Forced developed to ASA400 
B&W Reversal, Negative and Positive 
Developing and Printing 
VIDEO FILM LAB. 


350 West 50th St. NEW YORK 19, N.Y. 
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A FLASH OF TOMORROW 
(Continued from Page 623) 

into place, it was decided to photograph 
this operation in reverse, with the first 
exposure showing the chassis completely 
assembled and continuing until each 
part or component had been removed. 
On the screen, of course, the action is 
reversed and in proper order.” (In the 
photographic operation, the negative 
film load was placed in the takeup in- 
stead of the supply chamber of the mag- 
azine, then the procedure photographed 
with the camera operating in reverse). 

“We measured the total distance the 
dolly had to travel,” said Mohr,” then 
calculated the amount of movement be- 
tween takes on the basis of the number 
of frames of film in 14 seconds—the 
time alloted for the shot, as previously 
noted. The answer was 5g of an inch, | 
had a tape affixed to the floor alongside 
the dolly tracks and marked off in 5g-inch 


| segments, Then a pointer was mounted 
| on the dolly and bent so it would reach 


down to the marked tape. This served as 
a guide for the dolly operator and en- 


_abled him to precisely advance, then 





stop, the dolly between takes. Before we 
proceeded to the next position, | checked 
off the last position on the script to make 
sure we would neither miss a mark nor 
duplicate one, 

“We struck a pattern of procedure 
early where I'd call out to Harry Wolf, 
my camera operator: “Expose one frame, 
Harry,’ then the dolly operator would 
advance the dolly and I'd repeat the 
instruction again and again until the 
entire operation had been photographed. 
The exacting, tedious procedure re- 
quired about three hours to shoot, and it 
left the crew a tired, slaphappy lot! 

“The next phase of the photography 
concentrated on pointing up the color of 
the car, at the same time incorporating 
a glimpse of the Color Department of 
GM’s Styling Building—an ultra-modern 
and most fabulous structure of advanced 
design. Glamor is the byword here, and 
glamorous, indeed, are the names given 


' to the rich and lustrous colors conceived 


especially for Firebird I1[—Lunar Dust, 
a combination of gold and platinum with 
a crystal-clear luster for the body, and 


| Crater Red for the trim. All this was 


enhanced to the utmost with careful 
lighting aided by color temperature 


meter readings to insure maximum fidel- 
ity in the hues.” 

Eastman Color negative affords such 
wide latitude for printing control, Mohr 
pointed out, that for most shots it was 
unnecessary to be too specific about 
color temperature. However, he executed 
one outstanding shot where color tem- 
perature readings were imperative, and 


| it was here that he made good use of a 


General Electric color temperature 
meter. “The shot had to do with point- 
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ing up a technical development in the 
car's acceleration, and this required 
photographing the flame of the gas tur. 
bine as seen through one of the engine’s 
ports,” Mohr explained. “Purpose of the 
shot was to show the change that takes 
place in the character of the flame as 
fuel is added during normal acceleration, 
For proper orientation, I had to show 
part of the port exterior. To achieve the 
desired result, I decided to make two 
separate shots which later could be dis- 
solved together to convey the desired 
effect. 

“For the first shot I used white light 
of 3200° Kelvin to illuminate the tur. 
bine exterior. For the subsequent shot, 
which shows the turbine flame reacting 
to added fuel, I lit the turbine exterior 
with blue light having a color temper- 
ature of around 6000° Kelvin, and with 
the aid of my exposure meter I then 
adjusted the lighting to the identical ex- 
posure value I had for the previous shot. 

Thus, when both shots were joined 
together in the dissolve, only the color 
and character of the flame inside the 
turbine were changed. The laboratory 
was instructed to print the first shot in 
a normal manner, and the second shot 
in what is termed ‘minus blue,’ so that 
the exterior of the turbine in both shots 
would be uniform in color.” 

In still other shots, Mohr explained 
he employed light dissolves—from blue 
to red and vice versa—for which his col- 
or temperature meter came in very 
handy. The color dissolves were effected 
with shutters mounted on the set lamps. 
The electricians were trained to sync 
their shutter operations to achieve the 
utmost smoothness in the dissolves. 

Perhaps what might be considered the 
highlight shot of all those filmed in De- 
troit had to do with demonstrating the 
simplicity of the unique Unicontrol of 
the Firebird II[I—the car’s most signifi- 
cant single feature. The wing-shaped 
Unicontrol handle is mounted atop a 
four-inch control stick located in the 
center of the car and is easily operated 
by either passenger, It combines all 
steering, braking, accelerating and park- 
ing functions, 

“The script called for a driver's eye- 
view from inside the plastic canopy of 
the driver compartment, as he maneu- 
vers the Unicontrol,” Mohr said. “To 
produce this, we had a sturdy camera 
platform built and mounted on the front 


of a station wagon. The Technirama 
camera was mounted low so it would 


take in a mockup of the Unicontrol, 
which was mounted on a stanchion at 
the correct height and at the proper dis- 
tance from the camera, so that the con- 
trol and the driver's hand operating it 
would be in full view in the foreground. 

“We chose the smooth, paved streets 
threading through the grounds of the 
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An integrated SOUND SYSTEM is essential for 





MICROPHONE 
MIXERS 





SOUND READERS 





MICROPHONE : 
BOOMS the production of fine sound recording. Magnasync’s 
experienced engineering staff is available... at no 

LOOP RACKS obligation... to custom-tailor a high-performance 


SOUND SYSTEM to meet your individual require- 
ments. Magnasync “systems engineering” produces 
the finest results... genuine “Magnaphonic” sound. 


RACK CABINETS 


MAGNASYNC MANUFACTURING CO. LTD. 





MAChg § 7 C) 5546 Satsuma Avenue, North Hollywood, California 








International leaders in the design and manufacture of quality magnetic film recording devices 
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napohenic 
SOUND SYSTEM 
DEALERS: NEW YORK: Camera Equipment Co., 315 W. 43rd St., New York 36, N. Y.; LOS ANGELES: -Birns & Sawyer Cine Equipment, 8940 Santa Monica Bivd., 
JUdson 6-1420; Cable *‘CINEQUIP."' Los Angeles 46, Calif.; Olympia 2-1130. 
a = Service, Inc., 3252 Foster Ave., Chicago 25, Iil.; INDIA: Kine Engineers, 17 New Queens Road, Bombay, Indio. 
SAN FRANCISCO: Brooks Camera Co., 45 Kearney, San Francisco, Calif.; JAPAN: J. Osawa & Co., Ltd., 5 Ginza Nishi 2-Chome, Chuo-Ku, Tokyo, 
EXbrook 2-7348. Japan; Tel: Tokyo 56-8351-5; Cable *“OSAWACO."' 
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PROCESSING 


Reversal specialists for over a decade. 
Our long experience insures superior quality. 
Electronically controlled machines keep tem- 
perature constant within .2 of one degree. 
N tional ‘Brilliantone” Cine prints are the fines? 
a ailable. Write for free catalogue. 
8 & W DUPLICATING 
KODACHROME DUPLICATING 
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WORK PRINTS 
EGE NUMBERING 


All work vaporated at no extra charge 


NATIONAL CINE LAB 


Box 4425 Washington 17, D.C. 
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‘ 3 
Always in Sync 
with HALLEN’S new 
COMPLETELY TRANSISTORIZED 


PORTABLE MAGNETIC FILM 
RECORDING SYSTEM 


Technical Center to stage this shot. As 
the station wagon was driven at a mod- 
stopping, 
the driver's hand op- 
synchro- 


erate pace—turning corners, 
backing up, etc.- 


erated the Unicontrol in full 


nism with the cars movements in a man- 
ner to make it appear responding to the 
driver’s operation of it. Here the wide- 
frame of the Technirama system proved 
particularly when a wide- 
angle lens is on the camera—as it en- 
range of scene area 


its real worth 


compassed wide 


with the foreground objects always in 
sharp focus. 








HALLEN excectrronics 
332 N. LA BREA AVE., LOS ANGELES, CAL. — WEbster 1-5343 








Immediate Delivery! 


One-year Guarantee! 


Used World- Wide By Discriminating Cameramen 


CINEKAD SYNCHRONOUS MOTOR 
DRIVE—For 16mm Projectors 


Especially designed to drive all 
Bell & Howell, Ampro, Kodak 
and Victor 16mm projectors at 
synchronous speed. 


Projector can be instantly attached to 
Synchronous Motor Drive and quickly de- 
tached at any time in a matter of seconds. 
An outstanding feature is the flexible 
shaft which connects motor with projector 
and permits smooth, quiet and steady 
operation. No special technical knowl- 
edge required for installation and mount- 
ing. Write for more details and prices. 


CINEKAD ENGINEERING COMPANY, 763 10th Ave., N.Y., N.Y., Plaza 7-3511 








“This shot was made with a 35mm 
lens on the camera—equivalent to about 
a 17mm on a Mitchell—and because we 
had very good light that day, I was able 
to stop down to ‘about [/9. By splitting 
the focus through the camera—i.e.. with 
the ability to look through the camera 
onto a ground glass and focus visually 
it was possible to hold the background 
in absolute focus along with the fore. 
ground objects. In a Hollywood produc. 
tion, a shot of this kind would gener. 
ally be made by _ traveling matte 
process.” 

This terminated the Detroit phase of 
the assignment for Hal Mohr and his 
camera crew, who until now had been 
concerned chiefly with chronicling where 
and how the Firebird III was created. 
The closing sequences of the picture, 
which were to show the completed car 
in action on the road, were to be filmed 
at General Motors’ Desert Proving 
Ground at Mesa, Arizona. A ten-day in- 
terval ensued during which time the 
Firebird II] was rushed to completion 
and shipped overland by van to Ari- 
zona. 

“When I left Detroit for Mesa, the 
car virtually was still on the drawing 
boards,” said Mohr. “The speed with 
which it was put together and placed 
aboard the van for shipment is just one 
of the amazing feats which is typical of 
the accomplishments of General Motors’ 
Engineering Department.” 
| arrived in Mesa.” Mohr 
continued, “the Firebird arrived also 
and was made ready for the cameras, 
following a number of tests and some 
few changes in its complicated and high- 
ly sensitive electronic and mechanical 
components. Until now, the car had 
never been driven any appreciable dis- 
tance except for the few yards neces- 
sary to placing it aboard the van in De- 
troit for shipment west.” 


“The day 


For a particularly important traveling 
shot of the car in motion as it sped 
down a 21%-mile straightaway on the 
Proving Ground, a special camera plat- 
form designed by GM engineers was 
mounted on the rear deck of the Fire- 
bird III, (See cover photo). “We trav- 
eled about 75 miles per hour,” said 
Mohr. “and undercranked the camera 
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slightly to produce the illusion of still 
higher speed. We used a 28mm lens on 
the Technirama double-frame camera— 
equivalent to about a 14mm lens on a 
Mitchell—and this was in focus to in- 
finity.” 

For other moving camera shots, Mohr 
used a camera car of the type used by 
Hollywood studios for chase scenes, and 
which was supplied and operated by Ed 
Fuller of Hollywood. 

Both in Detroit and at the Mesa prov- 
ing ground, Mohr had the benefit of 
dailies. Each day’s exposed Eastman Col- 
or negative was shipped to Technicolor’s 
laboratory in Hollywood at the conclu- 
sion of shooting. Technicolor telephoned 
reports on quality daily and followed up 
the reports the next day with prints. 

Throughout the whole production, 
photographers from General Motors Pho- 
tographic, the company’s graphic arts 
division. worked alongside Mohr and 
his Technirama crew, photographing in 
lomm and in 35mm footage of the Fire- 
bird III development for purposes other 
than the Motorama show. These included 
an informational film for General Mo- 
tors dealers and a technical record film. 
At one time during the Proving Ground 
phase of photography, there was mount- 
ed on the camera car—in addition to the 
Technirama camera—three other cam- 
eras manned by General Motors Photo- 
graphic cameramen, 

Besides Mohr and his camera crew, 
General Motors sent 23 men from its 
Research Department, 9 from its Styl- 
ing Division. plus 15 others to its Des- 
ert Proving Ground at Mesa. Arizona for 
the unveiling. road-testing and photog- 
raphy of Firebird I1|—augmenting some 
60 technical personnel normally based 
there. 

“Imagination in Motion” began when 
General Motors commissioned the Camp- 
bell-Ewald advertising agency to con- 
ceive and produce its 1958 Motorama 
show, The agency in turn placed the 
actual show production, including the 6- 
minute film, in the hands of Maurice 
Evans, Inc.. New York. for execution. 
A number of industrial film producers 
plus General Motors’ own photographic 
division were asked to bid on produc- 
tion of the film. General Motors Photo- 
graphic was the successful bidder. Mike 
QOmalev, superintendent of film produc- 
tion at GMP, specified wide-screen and 
color for the production. and a veteran 
director of photography to shoot it. Hal 
Mohr, from Hollywood, was selected for 
the job, and Harry Wolf. who had 
worked on previous Motorama films, 
went along with him as operative cam- 
eraman and Technicolor technician. The 
rest of the production personnel—grips, 
assistant cameramen, and electricians— 
were supplied by General Motors Photo- 
graphic, both at Detroit and later at 
Mesa, Arizona. Robert McLean, in 
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charge of the entire Firebird IIT project, 
and working directly under GM Vice 
President Harley Earle, worked closely 
with the film production unit. 

Mohr shot between 15,000 and 16,000 
feet of Eastman Color negative, which 
was processed by Technicolor Corpora- 
tion and printed down to standard 35mm 
from the Technirama double-frame nega- 
tive. This product of 4 weeks shooting 
was then edited and the sound recorded 
and added at General Motors Photo- 
graphic for the 6-minute film now being 
screened at the Motorama show. 

“So interesting is this Firebird III and 
so spectacular is it both in innovation 
and performance,” Mohr said, “its a 
pity a 60-minute version cannot be put 
together for showing in theatres.” * 





“A NIGHT TO REMEMBER” 


(Continued from Page 620) 


“It was simple enough for me,” he 
said, “but it presented the wardrobe de- 
partment with a lot of headaches. All 
the uniforms had to button over the 
opposite way, medal ribbons had to be 
switched, feathers in women’s hats 
changed over and so on. And on the set 
everyone had to salute left-handed, shake 
hands left-handed. Luckily there weren't 
too many starboard scenes.” 

Every interior in the film had a ceil- 
ing, including the great dining room, 
lounge and even the staircase. On top of 
that every set had to tilt as the liner 
listed more and more. One set tilted as 
much as 45 degrees. Spots had to be 
fixed to the sets to tilt with them. 

“There's only one camera tilt in the 
film,” Unsworth told me. “People don’t 
lean against a camera tilt enough. It’s al- 
most impossible to give the same effect. 

“The only special effects in the film 
occur in the sequences when the sur- 
vivors in the boats are seen with the 
sinking Titanic in the background. We 
used traveling matte for this. The con- 
tinuity shots of the ship steaming along 
are models, of course, and so is the shot 
of her going under. 

“The crowd scenes in the pre-credit 
launching sequence come from old news- 
reels of launchings, and the shots of the 
ship leaving Southampton are stretch- 
printed 1912 news shots.” 

Locations included Ruislip Lido, 
where all the scenes of survivors in boats 
were shot on the great lake, and Glas- 
gow, Scotland, where boat-lowering se- 
quences were filmed on the Clyde 
against a half-demolished ship. All these 
scenes were filmed at night in mid- 
winter, and the actors—particularly the 
stunt men—suffered bitterly. 

“T had to think of a fresh approach 


to most scenes.” said Unsworth. “I 
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couldn't start with a key light and add 
to it. For most shots there couldn't be 
a key light. There was no moon the 
night the Titanic went down, so I had 
to aim for a starlight effect. The people 
struggling in the water and the boat 
survivors all had to be lit sufficiently 
well for them to be seen, and yet there 
was no logical source for the lights. 

“On the ship’s bridge I had no lights 
in front of the actors. Shooting on the 
lake I couldn't use the usual low back- 
light effect. In effect I had to try and 
disguise the fact that the scenes were 
lit at all! Eventually T got a soft. overall 
effect which served the purpose. 

“The ceilings often made key lights 
impossible to use in interiors, too. The 
most uncomfortable interior the 
boiler room sequence, when we were 
shooting up to our armpits in water. 
Incidentally. I discovered you can use 
lamps under water, providing you switch 
them on below, and I did this when I 
wanted to stress the depth looking down 
into sunken corridors.” 


was 


One terrifying series of shots looks 
down the deck of the Titanic as it slides 
below the surface, carrying dozens of 
struggling people with it. Again the 
practical problems for Unsworth in this 
studio tank were considerable. 

Mitchell cameras with the new Series 
II lenses and Eastman Kodak Plus-X 
negative were used. Unsworth admits 
that he prefers shooting in color. 

“But of course “A Night to Remem- 
ber” had to be monochrome,” he said. 
“It’s obviously a black-and-white sub- 
ject. I tried to avoid artiness throughout. 
The camera had to reflect the realism of 
the situation. In fact when I saw that 
1912 newsreel, I was so moved by the 
grainy, jerky scenes of people waving 
goodbye to the doomed ship, I suggested 
that we could shoot the film in some- 
thing approaching the same way, with 
deliberate lack of definition and so on 
to capture the authentic feel of the 
period. But it was felt that audiences 
might not accept this.” 

Goeffrev Unsworth’s film, 
“The Freshman.” starring Hardy Kruger 
and Sylvia Syms, is in complete con- 
trast to “A Night to Remember.” I 
talked to him on a tiny Beaconsfield 
set representing a Cambridge University 
student’s room. A complicated trick shot 
was in progress. As the camera panned 
from Kruger at a desk to an empty 
bookshelf, books jumped into place. The 
camera tilted to the fireplace, and the 
fire lit itself. The camera tracked back, 
and glasses and books appeared on a 
foreground table. Another tilt up and 
Kruger reappeared, now in conversation 
with Sylvia Syms. The trick effects sug- 
gested the time that had passed since 
Kruger moved in to his room. 

The whole shot took most of the day, 
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with technicians whipping props into 
position between camera breaks and 
tucking furniture under the dolly wheels, 
“I'll be glad when we've finished with 
this poky set,” admitted Unsworth. 

It was evident that he is happiest 
when working on a more challenging 
type of production. “A Night To Re. 
member” was replete with opportunities 
for Unsworth to explore new ideas in 
lighting and camera maneuvers. And his 
work on this picture shows he made the 
best of the opportunities. . 





SOUND FOR ANIMATED FILMS 


(Continued from Page 629) 


is required and the lower sound quality 
at this film speed is acceptable. The labs, 
however, usually charge more for mak. 
ing transfers at the slower speed. 

The type of film-stock to be used will, 
of course, depend on the type which is 
to be used for the visuals. If you’re going 
to shoot your picture on Kodachrome 
you ll need a reversal sound track so that 
the two can be combined in the final 
married print. If you’re using neg.-pos.. 
you ll want a negative sound track, If the 
track is likely to require a good deal of 
reading—and this will be the case with 
most cartoons where there are many 
carefully synchronized sounds—it is ad- 
visable to ask the lab to supply a dupli- 
cate of the optical track. You will then 
be able to treat this dupe quite roughly 
when reading it, and can scratch, mark. 
chop and chew it up with an easy con- 
science, knowing that the master optical 
track is safely in its pristine paper 
packet. 

This transfer from tape to reversal op- 

tical track will cost from £13-£16 per 
100 ft. at 24 f.p.s. At 16 f.p.s. the cost is 
£15-£17 per 400 ft. The duplicate sound 
track will cost about £8 per 400 ft. 
Prices for negative track are slightly 
less. Now perhaps you'll learn to make it 
short and snappy! 
(NOTE: The cost for transferring sound 
from quarter-inch tape to reversal opti- 
cal track is roughly around 7¢ per film 
foot at 24 f.p.s., according to one major 
sound laboratory in Hollywood. Few 
laboratories in the U. S. offer sound 
transfer to film for 16 f.p.s. speed, The 
duplicate sound track will cost around 
$16 to $18 per 400 feet. Prices for nega- 
tive track, where electro-printing is em- 
ployed, runs around 2¢ per film foot.— 
ED.) 

The transferred sound track can be 
“read” by running it through a sound- 
film projector in the normal way and 
tapping it in the blank picture area with 
a chinagraph (grease) pencil where it 
passes over the sound-head as each re- 
quired sound is heard. This leaves a 
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mark on the film which shows the posi- 
tion of the sound. With a little experi- 


ence, a closer estimate of the exact posi- | 


tion can be arrived at by visual exami- 
nation of the track, Clear cut changes of 
note or timbre are easily seen. 

The process of marking the film is 


made easier if you can beg, borrow or | 


steal a projector which is capable of 
being run in reverse, In certain cases it 
may be easier to read portions of the 
track by pulling the film over the sound- 
head by hand. The various chinagraph 
marks on the film can be given reference 


numbers to identify them and these num. | 


bers should also be put on the score or 
Script. 

The dope-sheet was 
A.C.W. for July, 1958. It is a frame-by- 
frame plan of the film. In order to draw 
it up, one must count the frames of the 
optical sound track and then mark the 
position of the relevant sounds by the 
correct frame on the dope sheet. Perhaps 
no mechanical frame-counter is avail- 
able. Mechanical wizards can conjure 
one up from a few spare sprocket wheels 
and bits of a broken bicycle; but for the 
majority of us it is easier to draw a scale 
on the edge of a piece of card about 100 
frames in length, and use this to mark 


described in | 


the film with a chinagraph pencil at 10- | 
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frame intervals. The completed dope- 
sheet becomes the guide for animation 
and camera work. 

When the visuals have back 
from processing you can now have the 
thrill of a double-headed run, This sim- 
ply means that you project the separate 
picture and sound-track films in one pro- 
jector. The picture film runs from the 
usual supply reel through the top sprock- 
et, gate and lower sprocket, and is then 
allowed to fall into a cloth-lined bin. The 
belt driving the take-up reel is discon- 
nected and the sound track runs from 
this reel, through the lower sprocket. 
around the sound-head and subsequent 
sprockets and also falls into the bin. 

The first frame of the sound track 
must pass over the sound-head as the 
first frame of the picture film passes 
through the gate. This position is given 
when the sound film is placed 26 frames 
in advance of the picture film. The films 
can then be projected to test syne, Some 
variations of the above method may be 
required to suit different projectors. 

Before the two master films are sent 
to the lab for a married print, they must 
be given sync. marks on the leader and 
trailer at head and tail respectively, It is 
usual to scratch two diagonal lines and 
punch a hole through the frame areas of 
both films and mark them either Level 
Syne. (i.e. when sound and visual are 
placed side by side) or preferably as 
l6mm. Print Syne. (i.e.. when sound 
track is advanced by 26 frames), The 
two films can then be sent to the lab for 
a married print. a 


come 





VOTED BEST AT BRUSSELS 


(Continued from Page 635) 


amusing French “Trip to the Moon” 
a half century ago. Hollywood has made 
two versions of “Twenty Thousand 
Leagues Under the Sea”—first in 1916, 
and the more recent Disney version star- 
ring Kirk Douglas and James Mason. 

Hollywood also made “The Czar’s 
Courier” in 1908; France re-made that 
story last year with German star Curt 
Jurgens in the leading role. France in 
1913 and Russia in 1936 filmed “The 
Children of Captain Grant.” “Around 
the World in 80 Days” is a current 
Hollywood hit all over the globe; the 
Germans made it twice before. 

“An Invention of Destruction” looks 
the most Verne-ish of all. Some obser- 
vers at the premiere in Brussels felt the 
highly stylized method became tiring af- 
ter an hour, but that is beside the point. 
The film is, indeed. a noteworthy work 
of cinema art and technically an as- 
tounding contribution to cinematogra- 
phy. It certainly is proof of Czech mas- 
tery in the puppet-cartoon-live action 
field. 

Director 


Zeman has an _ impressive 
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background in films. He has designed 
and directed many puppet films and 
since 1945 has been head of the Puppet 
Film Studios in Gottwaldov, Czechslo- 
vakia. He combined live action and pup- 
pets in “The Christmas Dream. 
Through the “stop-action” method he 
brought glass figures to life in “Inspira- 
tion” His “Journey Into Primeval 
Times” combined puppets. live actors 
and trick techniques. Since World War 
Il Zeman’s puppet-live action movies 
have won many prizes at international 
film festivals. 

It took Zeman a_ vear-and-a-half to 
make the troublesome, backbreaking 
“An Invention of Destruction” at Gott- 
waldov. Zeman and Frantisek Hrubin 
wrote the script. The miniatures were 
made by Zdenek Rozkopal and_ the 
montages by Zdenek Stehlik. The cost 
was approximately 4.000.000 crowns or 
$600.000. 

The role of Roch was played by Arn- 
ost Navratil. Hart by Lubor Tokos. Arti- 
gas by Miloslav Holub and the girl. 
Jeanne. by Jana Zatloukalova. 

As a result of the success of the film 
at the Brussels’ Fair. Zeman plans to 
United States at an 

* 


release it in the 
early date. 





ANIMATED TECHNIQUES 


(Continued from Page 627) 


“dollying” of live-action productions. To 
produce the effect of the camera moving 
toward a character or object in anima- 
tion, the camera on the animation stand 
is lowered through precision controls 
toward the drawing and/or cels to be 
photographed a fraction of an inch be- 
tween each frame exposure. For the 
effect of moving away from the object 
or character, the procedure is reversed. 
By referring to the field chart, the 
animator can specify the desired field 
or fields required for a given effect or 
to suit the movements of the character. 
This he indicates in the “Camera In- 
structions” column of the exposure 
sheet (Fig. 3), noting the field size he 
desires and at what point to start truck- 
ing to another field position. The field 
positions are computed by measuring 
so many units left, right, up or down 





Because if is so well-remembered by 
everywhere, frequent refer- 
in this series of articles 
to Walt Disney's memorable animated 
cartoon production “Bambi in order to 
illustrate or clarify the description of 
vorious steps and procedures in con- 
temporary animated cartoon production. 
Augmenting such references are authen- 
tic photographs and diagrams relating 
to the techniques employed in creating 
this noteworthy film, for which we are 
indebted to Walt Disney Productions. 


moviegoers 
ence is made 
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from the center of the drawing paper. 

A camera movement to the right is 
termed a move “east.” to the left. 
“west.” up from “north.” and 
down is “south.” Field sizes are selected 
according to the dramatic and composi- 
tional requirements of the action. The 
animators aim is to maintain good pic- 
torial balance in the through 
choice of proper field size and placement 
of the camera, and to utilize camera 
moves freely and flexibly in following 
the action. 

Often, when the script calls for cer- 
tain visual effects in conjunction with 
the story action—such as the rocking 
of a boat—the effect can be rendered 
by camera manipulation during photog- 
raphy. In the case of the rocking-boat 
effect, the camera would simply be 
rocked or tilted slowly from left to 
right at so many degrees per single- 
frame exposure. A_ shattering. earth- 
shaking effect of an explosion can be 
created by making slight changes in 
the position of the camera field, and 
exposing only a frame or two for each 
position change. 


center, 


scene 


Certain trick effects are made _possi- 
ble by the movement of the camera 
alone. For example, the effect of ap- 
proaching some object at a rapid rate 
from the cartoon character's viewpoint. 
Here the camera starts from a long-shot 
position (high on the animation stand) 
and trucks rapidly down toward the 
drawing or cels on the animation table. 
Thus, just about any type of camera- 
move that is achieved in live-action 
photography can be approximated in 
animation. The exceptions are certain 
types of complicated dolly-shots invol- 
ving great changes in the backgrounds 
and perspective—such as following a 
character up a stairway, around corners, 
in and out of doors, etc. Such moves 
would require various parts of the back- 
ground to progressively change size. 
shape and perspective during the move 
which, in animation, would mean that 
these background changes would have 
to be meticulously animated in order to 
achieve the desired natural effect—too 
costly and tedious a procedure. It has 
been found that animated backgrounds 
are rarely satisfactory from the screen 
point of view for the reason that it is 
well-nigh impossible to animate rigid 
or static objects so they will appear 
“jitter-free” on the screen. All these 
camera problems and limitations must 
be thoroughly understood by the cartoon 
animator. 

Still another technical factor which 
the animator must consider, aside from 
his drawings, are the various cel levels 
on which key action must be played. 
A cel level is the relative position oc- 
cupied by one or more cels (the celluloid 
the action 


or acetate sheets on which 
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images are drawn and inked) on the 
, animation stand in the photography 
: step. The set-up of a typical animated COMPLETE MOTION PICTURE EQUIPMENT 
. cartoon while being photographed con- 
‘ sists of the background illustration, over T i 
° which are placed four cels having the og = al A ky 
’ necessary inked and painted illustrations 
, on them. The position of each cel—bot- 
tom to top—in relation to the back- FROM ON = SOURCE 
’ ground is termed a cel level. The cel on 
the bottom, next to the background is CAMERAS LIGHTING EDITING 
} the Ist level; the one on top, 4th. 
The purpose of the multiplicity of cels MITCHELL Mole Richardson Moviolas ° Rewinders 
t , . , 16mm Bardwell McAlister Tables © Splicers 
: ry ee ee ; ay to — 35mm Standard Colortran Viewers (CECO) 
all o le Various characters or effects 5mm Hi-Spee entury 
: in action in a scene. Obviously, it would 35mm NC @ 35mm BNC Cable esata ye sssegd 
, not be practical or even possible to draw BELL & HOWELL ay 2 Steps © Apple Boxes 
all of the action for an average scene Genderd © Syeme © ime on Ale ewer Scrims ® Flags 
: oe on one paper and ink and paint it on a ARRIFLEX 10 Amps 110V AC 5000W- peer scmgpe , 
) single cell. Invariably there is some lémm © 35mm 2000W-750W omplete grip equipment 
| action that moves entirely independent WALL pr A 7 patent racy 
of the rest, w hile other elements in the 35mm single system Gator Clip Lites Reeves Magicorder 
scene may remain static for a length of ECLAIR CAMERETTE Barn Doors Mole Richardson Booms and 


35mm * 16/35mm Diffusers Perambulators 


time. For this reason it is necessary to 
break up the action into separate cel 
levels, according to the discretion of the 


Combination Dimmers Portable Mike Booms 


AURICONS Reflectors Portable Power Supplies to 
: all models single system ZOOMAR 35mm operate camera and recorder 
animator. . Cine Kodak Special WE SHIP VIA AIR, RAIL OR TRUCK 

In a simple scene, every cel won't Maurer ® Bolex ‘ 
have action on it. In a scene where only Blimps ® Tripods 
one character is involved, only one cel DOLLIES 
level is likely to be employed. However. Fearless Panoram €, 
evel is litely to be employed. However. | fetes Pongen amera EQuipment (O..INC. 
during the process of shooting, four cels 

Platform © Western 
some of them completely clear—are 3 Wheel Portable Dept. A 315 West 43rd Street, 


uniformly employed, stacked one over New York 36. N. Y JUdson 6-1420 


FRANK C. ZUCKER 
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SPEEDY!! EASY!! 


when you use the 


MERCER FILM PATCH 





always secure 


with a 


MERCER 
FILM 
CLIP 





R. C. MERCER & COMPANY 


4241 Normal Ave., Hollywood 29, Calif. 
NOrmandy 3-933) 


















The finest hot auto- 
matic splicer in the 
world. Fastest, 
strongest profes- 
* sional splices. 










Only 
a $99.50 
se, 3 


rae HARWALD co. 


1245 Chicago Ave., Evanston, lil. + Ph.: DA 8-7070 





BOLEX ACCESSORIES 


For H8 and HI6 cameras: 

Battery Camera Drive @ Time-lapse Timer @ Lens 

Extension Tubes @® Comeroa Rackover © Turret Lever 

Third Turret Step @ Turret Filter Slides @ Camera 

Base @ Lens Control! Handle © Complete Factory 
Ports & Service 


For H16 Cameras Only: 


Voriable Shutter © Split-Frame Mask © Sync 
Camera Drive ©@ 400-Ft. Magazine © Sound 
Sprockets 


VARIABLE SHUTTER FOR H16 REFLEX 
Write teday for Illustrated Catalog 
STEVENS ENGINEERING CO. 


2421 Militery Ave., Dept. A 
West les Angeles 64, Calif. 











FOR SALE 


EASTMAN 35MM FILM 
NUMBERING MACHINE 


Model B-35—Approx. list $3,000.00 


ONLY $1650.00 
HOLLYWOOD CAMERA CO. 


10611 Chandler Bivd., N. Hollywood, Calif. 
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the other on the animation camera table. 


| This is necessary in order to maintain 


uniformity in the density and color 
rendition of the illustration(s) as seen 
by the camera lens; for the addition or 


subtraction of just one cell will alter 
| the density of the background and/or 
| of any other drawings on subordinate 
| cells. The effect can be tested by the 


reader by placing four small chips of 
celluloid, one over the other, and obser- 


ving the change in light density that 
occurs when one or more chips are 
added or subtracted—even though a 
single piece of celluloid may appear 
fully clear to the eye. 

Next month we shall continue this 
discussion of the animator’s technical 
and artistic problems, then proceed to 
the next phase—cleaning up the roughs, 
inbetwening, preparing the drawings for 
inking, etc. © 





PHOTOGRAPHY OF “DAMN YANKEES” 


(Continued from Page 619) 


ability as a songstress and dancer, are 
revealed for the first time.” 

“The secret of successful use of col- 
ored light in motion picture scenes is 
getting mellow hues rather than full tone 
Lipstein pointed out, adding 
“There is nothing sentimental about 
strong colored light. Moreover, when 
subtle hues are properly used, there is 
no adverse effect on flesh tones. In 
‘Damn Yankees’ I kept flesh tones nor- 
mal simply by maintaining the colored 
illumination at the proper key level. In 
other scenes. where tinted light was un- 
derplayed, and therefore not necessarily 
required on the faces of players, ordi- 
nary uncolored light was directed on the 
players in the normal manner.” 

When Lipstein was asked what prob- 
lems, if any, the use of colored light 
presented in the matter of makeup, he 
explained: “We did nothing special 
about makeup for these scenes except to 
keep it as light in texture as possible 
this. in order to get the real character 
of the players’ faces. I believe that where 
a lot of heavy makeup is plastered on a 
face. the face loses its character. Thin, 
light makeup also allows normal skin tex- 
tures to show through.” 

Did this general use of colored light 
in scenes pose any problems in the color 
temperature of set illumination? Lipstein 
emphasized that it did not. “I paid very 
little attention to color temperature. as 
long as I knew it was around 3200 to 
3300 degrees Kelvin. But even were it 
to fall below this point. its effect — to 
change color tones—would be absorbed 
in the general colored light scheme of 
the set illumination. Any variation—ex- 
cept from scene to scene, of course 
would make no visual difference on the 
screen.” 

One of the most noteworthy scenes in 
the picture, from point of colored light 
use, is a long, sustained musical num- 
ber in a cafe where Tab Hunter and 
Gwen Verdon mix with a gala young 
crowd in dancing to a jive beat. This 
take. incidentally, ran continuously for 
almost 800 feet of film. But its unusual 
length is relatively subordinated from a 
technical standpoint by the unusual il- 
lumination which Harold Lipstein con- 
trived for the scene. “We didn’t have a 


colors.” 
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white light anywhere on the set.” he 
said. “Every light. including the set 
practicals, was a colored one—pink, red, 
lavender, amber. etc.” These were care- 
fully blended both in arrangement and 
in volume for one of the most colorful 
and eye-arresting scenes ever to grace a 
color production. 

To augment this multicolored set light- 
ing, the scene was given further pictorial 
enhancement through use of diffusion—a 
heavy diffusion disk on the camera plus 
a gauze in the matte box. “I added the 
gauze,” Lipstein explained, “because | 
wanted to get a starry effect from the 
lights and other bright objects in the 
scene.” The net result is a highly-imagin- 
ative cinematographic accomplishment 
that shows what a truly creative director 
of photography can do for a picture 
when encouraged by an equally creative 
screen director. 

“When I started to shoot this picture.” 
said Lipstein, “I knew everything that I 
was going to do; it was all clear in my 
mind. I didn’t approach the task, as is 
so often the case, with the resigned feel- 
ing that ‘we'll figure it out when we get 
on the set.” | was present at every re- 
hearsal, figuring out the camera treat- 
ment, discussing it with Director Donen 
and working together with him in its 
planning. This is the only way to do it 
for a successful result and for saving 
production costs.” 

Equally worthy of mention is the way 
the moving camera was employed in 
much of the picture, and particularly the 
lengthy boom shot employed in photo- 
graphing the remarkable baseball play- 
ers ballet. which is a high point of the 
picture. The ballet, featuring a dozen or 
more baseball players in uniform, was 
staged in Wrigley Field in Los Angeles, 
with the camera boom executing one of 
the most intricate patterns of movement 
ever conceived for a musical number 
performed outside a sound stage. (See 
photo on page 619). 

The photographic result of this scene 
was due a great deal to extensive plan- 
ning and rehearsal. “Not so much re- 
hearsal of the boom manuever.” said 
Lipstein, “because we had good tech- 
nicians on the equipment. But extensive 
rehearsals of the baseball players per- 





—— 


ie 


me 





at forming the dance number were re- 
re quired, and it was during these rehears- 
a als that Donen and I plotted the camera 
ar treatment of the scene. While choreogra- 
pher Bob Fosse rehearsed the dance rou- 
is tines, we made dry runs with the boom 
al without tracks and studied the action 
to through the camera finder. Then we had 
S, the tracks laid and placed the necessary 
or marks on the ground to indicate the vari- 
ous ‘stop’ positions as a guide for the 
™ boom operator. 
“When it came time to shoot the 
scene, the camera crew had so _thor- 
™ oughly memorized the routine that it 
ot was a simple matter for them to move 
1. the camera back and forth at different 
is elevations and for various distances to 
d gain the variety of camera viewpoint we 
I required for the desired pictorial im- 
pact. 
, So subtle and unobtrusive is the use 
t. of the mobile camera throughout the pic- 
] ture that it requires a second or third 
. viewing of it to fully appreciate the skill- | 
ua ful manner in which it was used as well 
“ as its esthetic contribution to the photog- 


I raphy. How it enhanced the photogra- 
phy is readily explained by Lipstein who 


“ says: “You can tell any screen story 
. better by means of mobile camera shots. 
t This is a technique that is particularly 
- suitable to musical films, where dance or 
ne song numbers are best presented in long, 
- continuous takes.” Whenever the mobile 
camera is moved, he added, it should be 
* for a definite purpose—to motivate the 
I story—not for visual effect alone. 
» There are some tricks performed in 
4 this picture that are interesting, yet in- 
|. volve little in the way of special photo- 
t graphic treatment, None of them in- 
‘ volved the studio’s special photographic 
. effects department. The tricks are per- 
. formed by Ray Walston in his role as the 


Devil—such things as causing a cigarette 
t to light itself, snatching playing cards 
out of thin air, and transforming a per- 





g | 
son from age to youth, or vice versa. 
y The first two were feats of magic 
" which Walston had perfected and used 
e | on the stage, while changing a person 
. | from one charatcer to another was done 
. & in the method familiar to all cameramen 
> | —stopping the camera at the right mo- 
. ment, marking position of the player in 
3 the scene and replacing him with an- 
: other person, then starting the camera 
f again for a resumption of the action. 
t “These shots were overlapped slightly 
r in optical printing and a vignette effect 
» introduced where one take ended and 


. the other began in order to diffuse any 

, possible ‘jump’ in position of the char- 

acters at the point where the change 
takes place,” Lipstein explained. 

“The production was scheduled for 44 

. days, but we wound it up in 32,” says 

. Lipstein. “Because most of the cast of 

original Broadway players knew every 


—_— 
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Camera Equipment Co., Inc. announces 
oe Exclusive U. S. Distributorship of 


GALMONT-KALEE 


“1690" 


sound recording unit 





A transistorized magnetic sound 
attachment for ARRIFLEX 16 


An entire new field of sound and silent newsreel, 
documentary and TV film photography is now open 
to you with the combination of the new GAUMONT- 
KaALEE “1690” sound recording system and the 
ARRIFLEX 16 camera. The GAUMONT-KALEE con- 
verts the world-famous ARRI 16 into a single system 
sound camera unit that is compact, lightweight and 
well-balanced. It can be operated by just a camera- 
man and a sound operator (who carries the amplifier 
by a shoulder strap and who can handle the mike 
during interviews ). 

The unit is mounted between the camera and the 
tripod head. Film is pulled through sound head by 
take-up hold-back sprocket of camera, No other 
mechanical drive required. Extreme light weight and 
compactness achieved by using all transistors and 
miniaturized electrical and mechanical components, 

FRANK C. ZUCKER 


( AIMERA CQuipment ©..,INC. 


Dept. W, 315 W. 43rd St., N. Y. 36, N. ¥. JUdson 6-1420 





For more 
information on 
how the GAUMONT- 
KALEE “1690” sound 

) attachment can 
broaden your film 
capabilities, call, 

' write or stop 
: in today. 















Announcing a remarkable new heavy duty 
magnetic film recording/dubbing system 
that makes all others obsolete by com- 
parison. The automatic S-7 is an out- 
standing engineering feat introducing a 
new free wheeling magnetic 
clutch driven film sprocket. 
One man.can operate ' multiple 


idler for 


optical 


units. Threads over 
magnetic, below for 
sound. Automatic turn-off, rewind, etc. 
Transistorized electronics. Write to: 


STANCIL- HOFFMAN 


921 N. HIGHLAND AVE., HOLLYWOOD 38, CALIF. (EXPORT: FRAZAR & HANSEN LTD.) 


See Cinemiracle (Los Angeles, Chicago, New York, London, Oslo. Munich) — 20th Century-Fox, Convair, 
RCA Photophone, Africana TV, Helsinki U., Crawley Films (Canada) and many others specify S-H equipment. 
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PECIAL PURCHASE 
=> BRAND NEW 


HOLMES 35. 
PORTABLE 








2 — Holmes Bol! 
Bearing 35 mm. 
Portable Sound Projectors 
constant speed motors, 1000 watt Mazda.iamp- 
houses, 2000° upper and lower magazines, 
photocells, exciter lamps, etc. (Brand New) 
2—Series | 4°" lenses, with adapters (New) 

1 — Set projector, photocell and exciter lamp 
cables (New), |—Amplifier, late model, 25/30 
wort output (Rebuilt like New). |—Jensen Heavy 
Duty 12° PM speoker, with baffle and 75 feet 
coble gvoronteed some os new, 


HX STAR CINEMA SUPPLY CO. 


621 West 55th Street, New York 19, N. Y. 
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line, tune and dance number pretty well 
by heart, rehearsal time was cut to a 
minimum, leaving us more time for 
planning the photography of the picture. 

‘Thorough planning! That's the main 
thing for success in the photography of 
any motion picture.” Lipstein empha- 
sized. “If you plan a picture thoroughly 
in advance of going before the camera, 
everything goes well and much time is 
saved—and consequently much of the 
production Which always 
makes the studio happy.” he concluded. 


cost. too. 





EXPOSURE CONTROL 


(Continued from Page 637) 


cell's performance, according to Elgeet’s 
engineers. 

To extend the usefulness of a Synchro- 
nex lens-equipped camera, provision has 
been made for a low-level light indicator 
which is always visible to the camera 
operator. Thus, whenever there is insufh- 
cient light for successful color photog- 
raphy, the LLL indicator needle dips 
into a shrouded translucent section on a 
dome on top of the lens barrel. 

The {/1.8 speed of the lens will per- 
mit full color photography at normal 
speeds under most daylight conditions, 
_ the extreme depth of field inherent 
in a lens of this focal length (13mm) 
phe aicnd the need for focusing. 

The lens may be set for use with col- 
or films in the range from ASA 10 to 16. 
There is also provision for setting the 
stops manually. thus extending its ver- 
satility for special photographic applica- 
tions as when the camera is reset from 
normal f.p.s. speeds to that for such ap- 
plications as stop motion, slow motion 
and high-speed effects. When switching 
to manual settings, the lens provides the 
full range of apertures from [/1.8 to 
f/16, and the automatic coupling is dis- 
engaged until the again set 
to “automatic.” Because of the sealed-in 
iris construction, oils from within the 
camera, spray in the atmosphere, indus- 
trial fumes or other alien influences can- 
not interfere with the lens performance. 

Although the first Synchronex lenses 
have been designed especially for Smm 
cameras, it is likely that lenses of a sim- 
ilar type are in course of development 
for professional 16mm and 35mm cam- 
eras—although the manufacturer is pres- 
ently non-committal on this. 

The first cine camera to be designed 
for introduction with the Elgeet Synchro- 
nex as a component element is the for- 
eign-made Eumig Unilectra. But present 
owners of 8mm cameras having lenses 
which are interchangeable may enjoy 
this fully-automatic automa- 
tion by replacing the regular lens with 


lens Is once 


electric-eve 


a Synchronex. List price is approxi- 
mately $60. 
” Ocroner. 1958 


DO-IT-YOURSELF SOUND 
(Continued from Page 637) 

5. Schedule for sufficient time. The 
narrator who has to work with one eye 
on the script and the other on the clock 
is presented with a hopeless hazard. It’s 
a rare man who can do a 
this situation. 

In the actual recording process, we use 
a 12-ft. leader at the head of each re- 
cording reel, with the syne punch 6-ft. 
from the first frame of photography. We 
thread the leader in the workprint pro- 
jector with the punched hole in the pro- 
jector aperture. When we start the re- 
cording process, we first make sure that 
our recording machine is up to speed, 
then we read the identification into the 
microphone (such as “Narration for 
Main Title Reel 1 of 2 reels . . . 1 

+ 2 3 Start.”) and _ start 
the projector on the word “START”. We 
will then have a visible cue-mark on the 
workprint (the punched hole) and an 
audio cue on the recording material (the 
word “Start” ) 

The above is something of a free-and- 
easy high-speed coverage of the busi- 
ness of recording the narrator. The vari- 
ous points will be discussed in greater 
detail in ensuing articles. . 


good job 





INDUSTRY NEWS 


(Continued from Page 600) 


ers.” Tutwiler has surpassed his achieve. 
ments in “Strategic Air Command.” 
which brought him and in- 
creased stature as a cinematographer. 

In “The Hunters.” “Tut” had fast jet 
fighter planes as his subjects. which re- 
quired a sharp eye and a nimble mind 
and body to follow with the camera as 
they zoomed through the sky in_ the 
many air scenes that make up a substan- 
tial portion of this production. 

Accolades are also due a relatively un- 
known cinematographer, a Japanese by 
name of Kazuo Yamada, for the superla- 
tive job of color photography of the Toho 
Studios production “The Rikisha-Man.” 
Photographed in Agfa-Color in Toho- 
Scope (a Japanese version of Cinema- 
Scope). Yamada displays tremendous 
imagination both in his set lightings and 
use of the camera. His night shots are 
impressively realistic. And his pictorial 
compositions are often breathtaking in 
scope and color composition. especially 
the scenes of the Gion Festival. In laud- 
ing cinematographer Yamada, we are 
not unmindful of the contributions of the 
director, Hiroshi Inagaki; but it is the 
photography of this picture that speaks 
so eloquently of the fine cinematic artis- 
try that is being developed in Japan. 


LEG. 
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PHOTOGRAPHIC 


ASSIGNMENTS 


Who, where and what the 
industry's cameramen were 


shooting last month. 


* Asterisks indicate commercial and television film productions. 





ALLIED ARTISTS 


@ Lucien Battarp, ASC, “Al Capone” (Bur- 
rows-Ackerman Prod.) with Rod Steiger and 
Fay Spain. Richard Wilson, director. 


@ Cart Gururie, ASC, “The House on the 
Haunted Hill” (Susina Assoc.) with Vincent 
Price and Carol Ohmart. William Castle, pro- 
ducer-director. 


@ WittiAmM) Marcuries, “Gangsters Boy” 
with Stephen McNally and Coleen Gray. Paul 
Landres, director. 


AMERICAN NATIONAL 


@ Monroe Askins, “Bat Masterson”* (Ziv- 
TV) with Gene Barry. Eddie Davis, director. 


@ Curt Ferrers, “World of Giants”* (Ziv- 
TV) with Marshall Thompson. Monroe Askins, 


director. 


@ Bos Horrman, “Sea Hunt™* (Ziv-TV) with 
Lloyd Bridges. Various directors: “Highway 
Patrol”* (Ziv-TV) with Broderick Crawford. 
Lew Landers, director: “MacKenzie’s Raiders”’* 
(Ziv-TV) with Richard Carlson. Various di- 
rectors: Old Gold commercial*. Eddie Davis, 
director. 


@ Gren MacWiriiams, ASC, “Highway Pa- 
trol”* (Ziv-TV) with Broderick Crawford. 
Jack Herzberg. director: “Rough Riders”* 
(Ziv-TV) with Kent Taylor. John Rich, 
director. 

@ Jack Margouette, “Rough Riders”* (Ziv- 


TV) with Kent Taylor. Various directors. 


@® Richarp Rawuines, “Highway Patrol’ 
(Ziv-TV) with Broderick Crawford. John 
Florea, director: “MacKenzie’s Raiders”* (Ziv- 
TV) with Richard Carlson. Derwin Abbe. 
director. 

@ Rocer SHERMAN, “Bat Masterson”* (Ziv- 


TV) with Gene Barry. David Friedkin, di- 
rector. 


@ Cuartes Van Encer, ASC, “MacKenzie’s 
Raiders”* (Ziv-TV) with Richard Carlson. 
Abner Biberman, director: “Target”* (Ziv- 
TV) with Adolphe Menjou. Sutton Roley, di- 
rector; “Bat Masterson”* (Ziv-TV) with Gene 
Barry. Various directors. 


CALIFORNIA STUDIOS 


@ Davin Horstey. ASC, Sterling Drug com- 
mercial* (Roland Reed Prods.) Arthur Pier- 
son, director. 


@ Freer Sourncotr,. “Gunsmoke™* (Fil- 
master Prods.) with James Arness and Dennis 
Weaver. Various directors. 


“Have Gun. Will 


Richard 


@® Stuart THompson, ASC, 
Travel”* (Filmaster Prods.) with 
Boone. Various directors. 


CASCADE PICTURES 


® E_woop Brepett, ASC, Mars Candy Bar 
commercial*, Stuart Frye. director. 


® Roy Seawricut, Hamm's beer commercial*. 
George Seitz. director. 


COLUMBIA 
@ Gert Anversen, ASC, “The Donna Reed 
Show”* (Screen Gems) with Donna Reed. 


Oscar Rudolph, director. 


@ Kir Carson, “Father Knows  Best’* 
(Screen Gems) with Robert Young and Jane 
Wyatt. Peter Tewksbury, director; “The Ed 
Wynn Show”* (Screen Gems) with Ed Wynn. 
Jack Donahue, director. 


@ J. Burct Contner, ASC, “Naked City’* 
(Shelle Prods.: Screen Gems: shooting in 
N. Y.) with John MeIntyre and James Fran- 
cicus. Wm. Beaudine and S. _ Rosenberg, 
directors. 


@ Ray Cory, ASC, “Alcoa-Goodyear Theatre”* 
(Sereen Gems). Boris Sagal, director: “Tales 
of the Texas Rangers”* (Screen Gems) with 
Willard Parker. George Blair, director. 


@ Henry Frevuricu, ASC, “Shirley Temple's 
Storybook’’* Gems) with Shirley 
Temple. Mitch Leisen, director. 


(Screen 


Gurrey, ASC, “Alceoa-Goodyear 
(Screen Gems). Various directors. 


@ Burnett 
Theatre”* 


@ Frep Jackman, Jr.. “Juke Box Jamboree” 
with Jack Jones and Jo Morrow. Arthur 
Dreifuss, director. “The Ed Wynn Show™* 
(Screen Gems) with Ed Wynn. Jack Donahue. 
director. 


@ Cuartes Lawton. ASC. “Ride Lonesome” 
(Ranown Prods.: shooting in Lone Pine: 
CinemaScope & Color) with Randolph Scott 
and Karen Steele. Budd Boetticher, producer- 
director: “Alcoa-Goodyear Theatre”™* (Screen 
Gems). Sidney Miller. director. 

@ Irving Lippman. “Behind Closed Doors” 
(Screen Gems). Various directors. 


Moore. “The Bandit” 
CinemaScope & Color: 
Vietor Mature. John 


(Warwick 
shooting in 


Gilling. 


@ Trp 
Prods. : 
Spain) with 
director. 

@ Frank Puitups, “Jefferson Drum’’* 
(Screen Gems) with Jeff Richardson. Har- 
mon Jones, director. 


@ Puimire Tannura, ASC, “The Ed Wynn 
Show™* (Screen Gems) with Ed Wynn. Jack 
Donahue. director. 


WALT DISNEY 


@ Gorpown Avi. ASC, “Zorro” 
Charles Barton. director. 


with G. Wil- 


liams. 


@ Epwarp Cotman. ASC, “The Shaggy Dog” 
(Walt Disney Prods. for Buena Vista re- 
lease) with Fred MacMurray and Jean Hag- 
en. Charles Barton, director. 

@ Winttau Snyper. ASC, “Elfego Baca™* 
with Robert Loggia and James Dunn. Christian 
Nyby. director: “John Slaughter”* with Tom 
Trvon and Robert Middleton. Henry Keller. 
director. 


@ Harry Waxuan, “Third Man on_ the 
Mountain™ (Technicolor: Walt Disney Prods. 
Ltd. for Buena Vista release: shooting in 


Switzerland) with Michael Rennie and James 
MeArthur. Ken Annakin. director. 
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FILM SALE 


16MM 
400’ Kodachrome, 

2 $17.50 
400’ Commercial 

Kodachrome ............---- $ 9.95 
100’ Kodachrome, 

EE. $ 5.25 
#5269 Eastman Reversal 

Color Print Stock; Short 

Ends—Average length 

SI pocsiciesakeaieed $21.00/1000' 
100’ Ansco Reversal........ $ 1.65 


35MM 

1000’ Type 5372 Eastman 

Sound Recording ........ $11.00 
1000’ Type 5365 Eastman 

Duplicating Positive -...$11.00 
1000’ Eastman Tri-X _.....$14.95 
400’ Eastman Tri-X ........ $ 7.95 
100’ Eastman Tri-X ....... $ 2.35 
100’ Eastman Super-XX..$ 1.90 
100’ Eastman 

Background X $ 1.65 
All film from former Gov't 
stocks. Fully Guaranteed. Cash 
w,/ order please. 


HOLLYWOOD CAMERA (0.. 


10611 Chandler Blvd. 
No. Hollywood, Calif. 











. . . 
Automatic Daylight Processing 
DEVELOPING TANK 
Processes up to 400 Ft. 
8mm-16mm-35mm-70mm 
Movie—X-Ray—Microfilm 
Motor driven portable 


Tough plastic tanks 
Uniform Density Assured 


\ 


FILM DRYER 

* Motor driven—Heoted 

* Speedy drying 

* Automatic shrinkage allow- 
ance 

Stainless steel and 
aluminum construction 
Easily assembled without 
tools 


f 
I = 
e - 
Compact, Portable 


Guaranteed. Write for Free Literature 


Micro Record Corp. ss" 


. 





South Ave. 
Beacon, N.Y. 











® Ready-Eddy i635 <E 


U. S. Registered Trademark 


HANDY DISK COMPUTER GIVES 
READY ANSWERS TO FILM PROBLEMS 
At a glance gives an- 
swers to such questions 
as: What is screening 
time for 16mm _—s or 
35mm film of a given 
length? How long must 
a film be to screen for 
a certain period of 
time, frame count? etc 
A MUST FOR EVERY- 
ONE WHO MAKES MO- 

TION PICTURES. 

$2.95 Prepaid 
(Delivered in U.S.A.) 
At your dealer, or write— 








Conn. 


READY-EDDY, Sandy Hook, 
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AURICONS CONVERTED 





1600 Fr. 
$495.00 
600 Ft. 


$349.00 


Torque motor take up— 
used Coast to Coast in 
TV stations. 60 Day 
Money Back Trial 


EASTMAN "K" 
CONVERTED 


$169.00 
$295.00 


GREAT LAKES MOTION PICTURE SERVICE 
12037 Grand River Ave., Detroit 4, Mich. 


200-Ft. 


400-Ft. 











NEW 


BELL & HOWELL 


16/35mm Hot Splicer 


Automatic Pedestal Type Model 5692E 
List $1250.00 


ONLY $875.00 


HOLLYWOOD CAMERA CO. 
10611 Chandler Bivd., No. Hollywood, Calif. 








FOR SALE 
35MM ORIGINAL 
WALL CAMERAS 


Complete with 12 Volt motor, four lenses, 


and two magazines. 


PRICED AT $1,200.00 


Camera Equipment Co., Inc. 


315 West 43rd Street, New York 36, N.Y. 








Message To A Man 
WITH SOMETHING TO SELL 


Makers Of Films 


AMERICAN CINEMATOGRAPHER reaches al! 
fields ef 35mm ond l6mm motoin picture 
production— 

Majer Hollywood Studios 

Television Film Producers 

Industrie! Film Mokers 

Educational Film Producers 

Ameteur Movie Mokers 

Film Leberctories 

Foreign Film Producers (80 countries) 
Missiles Research and Testing 


Why be satisfied with anything less? 
Write The Editor t Advertising Rotes 


1782 Ne. Orange Drive, Hollywoed 28, Calif 
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FILMCRAFT STUDIOS 


@ Vinci. Minter, ASC, “You Bet Your Life”*. 
with Groucho Marx. Robert Dwan, director. 


FOX WESTERN AVE. 
@ Georce Disxantr, ASC, “Dick Powell's 


Zane Grey Theatre”* (Four Star Prods.) with 
Dick Powell. John English, director; “The 


| Rifleman”* (Four Star Prods.) with Chuck 


Connors. Arthur Laven, director. 


@ FranK RepmMan, ASC, “The Perry Mason 
Show™* with Raymond Burr. Various direc- 
tors. 


@ Guy Ror, ASC, “Trackdown”* (Four Star 
Prods.) with Robert Clup. Thomas Carr, di- 
rector. 


GENERAL SERVICE 


@ Brypvon Baker, “Bold Journey”* (Advenco 


Prods.). Leon Barsha, director. 


@ Neat Becxner, “The Adventures of Ozzie 
& Harriet”™* (Stage 5 Prods.) with Ozzie, 
Harriet, David & Rickey Nelson. Ozzie Nelson, 
director. 


@ Arcu Datzett, “Flight™*  (MeCadden 


Prods.). Jean Yarbrough, director. 


@ James Van Trees, ASC, “The George 
Burns Show”™* (MeCadden Prods.) with 
George Burns. Rod Amateau, director. 


@ Harry Wirtp, ASC, “Bob Cummings Show”* 
(Laurmac Prods.) with Bob Cummings and 
Rosemary DeCamp. Bob Cummings, director. 


GOLDWYN STUDIOS 


| @ Norsert Bropine, ASC, “Loretta Young 


Show”* (Lewislor Prods.) with Loretta 


| Young. Various directors. 


@ Leon Suamroy, ASC, “Porgy and Bess” 
(Samuel Goldwyn Prods.; Columbia release; 
Todd-AO; color) with Sidney Poitier and 
Dorothy Dandridge. Otto Preminger, director. 


INDEPENDENT 


@ Joun Aton, “Lonelyhearts” (Schary 
Prods. for UA) with Montgomery Clift, 
Robert Ryan and Myrna Loy. Vincent Done- 
hue, director. 


@ Jack Hitpyarp, “The Devil's Disciple” 
(Hecht-Hill-Lancaster; UA release; shooting 
in London) with Laurence Olivier, Kirk 
Douglas and Burt Lancaster. Alexander Mac- 
kendrick, director. 


@ Cart Kayser, “Machete”* (Pilot: Gil Ral- 
ston Prods., New York; shooting in Tahiti) 
with R. Jaeckel and J. Sebastian. Lee Robin- 
son, director. 


@ Cuartes Lanc, Jr., ASC, “Some Like It 
Hot” (Ashton Prods.—Mirisch Co. for UA 
release) with Marilyn Monroe and Tony 
Curtis. Billy Wilder, director. 


@ Pup Laturop, “Cry Tough” (Hecht-Hill- 
Lancaster for UA release) with John Saxon 
and Linda Cristal. Paul Stanley, director. 


@ Micuaet Nessia, Series of TV spot an- 
nouncements for NBC. (Gerold Prods.; shoot- 
ing in New York). Gerold Aurbach, director. 


@ Teo Pante, ASC, “The Fourth Dimensional 
Man” (Fairview Prods.; DeLuxe color; shoot- 
ing in Penna.) with Lee Meriwether and 
James Congdon. Jack H. Harris, producer- 
director. 


@ Giuseppe Rotunno, “The Naked Maja” 
(Titanus-Metro for UA release; shooting in 
Rome) with Ava Gardner and Anthony Fran- 
ciosa. Henry Koster, director. 
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@ Aan Strensvoip, ASC, “Mr. Pharaoh and 
the Cleopatra” (Eldorado Prod.; shooting in 
Havana, Cuba) with Gilbert Roland and Dina 
Merrill. Don Weis, director. 


@ Gitsert Warrenton, ASC, “Paratroop At. 
tack” (American International) with Richard 
Bakalyn and Jack Hogan. William Witney, 
director. , 


@ Frev Younc, “Solomon and Sheba” (Thorn- 
co Prod. for UA; shooting in Spain) with 
Tyrone Power and Gina Lollobrigida. King 
Vidor, director. 


KEYWEST STUDIOS 


@ Water Srrence, ASC, Series of Religious 
pictures (Family Films). William Claxton and 
William Schuster, directors. 


KTTV STUDIOS 


@ Water Srrencer, ASC, “Fury”’* (TPA 
Prods.) with Peter Graves and Bobby Dia- 
mond. Ray Nazarro, director. 


LA BREA PRODS. 


@ Ray Fosrer, ASC, Chesterfield commercial*, 
Hank Ludwin, director. 


@ Witttam Marcuties, Knowland for Govy- 
ernor*. Hank Ludwin, director. 


LINKLETTER PLAYHOUSE 


@ Avan Stensvoitp, ASC, “People Are Fun- 
ny”* (John Guedel Prods.) with Art Link- 
letter. Irvin Atkins, director. 


McGOWAN STUDIOS 


@ Brypon Baker, “Death Valley Days”* 
(McGowan Prods.) with Jack Grant. Stuart 
McGowan, director. 


@ Witttam Braprorp, ASC, “Sky King”* 
(McGowan Prods.) with Kirby Grant and 
Gloria Winters. Paul Landres, director. 


METRO-GOLDWYN-MAYER 


@ Rosert Bronner, ASC, “The Mating 
Game” with Debbie Reynolds and Tony 
Randall. George Marshall, director. 


@ Rowert Burxs, ASC, “North by North- 
west” with Cary Grant and Eva Marie Saint. 
Alfred Hitchcock, producer-director. 


@ Exuis Carter, ASC, “Night of the Quarter 
Moon” with Julie London and John Drew 
Barrymore. Hugo Haas, director. 


@ SrepHen Dane, “The Angry Hills” (shoot- 
ing in Greece) with Robert Mitchum and 
Elizabeth Mueller. Robert Aldrich, director. 


@ Witwiam Daniets, ASC, “Some Came Run- 
ning” (Color) with Frank Sinatra, Dean 
Martin and Shirley MacLaine. Vincente Min- 
nelli, director. 


@ Georce Forsey, ASC, “The Blessing” 
(Shooting in London) with Deborah Kerr and 
Rossano Brazzi. Jean Negulesco, director. 


@ JosepH Ruttrenserc, ASC, “Green Man- 
sions” (CinemaScope and Metrocolor) with 
Audrey Hepburn and Anthony Perkins. Mel 
Ferrer, director. 


@ Lester SHorr, ASC,. “Col. Humphrey J. 
Flack”* (Joyd-Pan Prods.) with Alan Mow- 


bray and Frank Jenks. Various directors. 


@ Wituiam Spencer, “The Thin Man”* with 
Peter Lawford and Phyllis Kirk. Richard 
Kinon, director. 

@ Rosert Surtees, ASC, “Ben-Hur” (Metro- 
color; camera 65; shooting in Italy) with 
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Charlton Heston and Jack Hawkins. William 
Wyler, director. 


@ Atpo Tontt, “For the First Time” (Corona 
Films; MGM release; Technirama;: shooting 
in Italy and Germany) with Mario Lanza and 
Zsa Zsa Gabor. Rudy Mate, director. 


MOTION PICTURE CENTER 


e@ Lucien Anpriot, ASC, “The Californians”* 
(Desilu Prods.) with Richard Coogan, Var- 
ious directors. 


@ Cuartes Burke, “This Is Alice”* (Desilu 
Prods.) with Patty Ann Gerrity. Sidney Sal- 
kow, director. 


@ Henry Cronyacer, “Wyatt Earp’* (Desilu 
Prods.) with Hugh O'Brian. Frank MacDon- 
ald, director. 


@ Rospert peGrAsse, ASC, “Danny Thomas 
Show”* (Desilu Prods.) with Danny Thomas. 


Sheldon Leonard, director; “Red Skelton 
Show”* (Desilu Prods.) with Red Skelton. 
@ Rosert Hauser, “Derringer’* (Desilu 


Prods.) with Jack Mahoney. Various direc- 
tors; “Man with a Camera”* (Desilu Prods.) 
with Charles Bronson. Richard Sale, director. 


ASC, “December Bride”* 
(Desilu Prods.) with Spring Byington and 
Francis Rafferty. Frederick DeCordova, di- 
rector; “Red Skelton Show”* (Desilu Prods.) 
with Red Skelton. George Sidney, director. 


e@ Sw Hickox, 


@ Paut Ivano, “Desilu Playhouse”* (Desilu 
Prods.) Various directors. 


@ Nick Musuraca, ASC, “Desilu Playhouse”* 
(Desilu Prods,). Allen Reisner, director. 


@ KennetH Peacu, ASC, “Lassie’* (Jack 
Wrather Prods.) with Jon Provost and June 
Lockhart. Various directors. 


@ Ropert Pittack, ASC, “Ann _ Sothern 
Show”* (Desilu Prods.) with Ann Sothern. 
Various directors. 


@ CLrarK Ramsey, ASC, “U.S. Marshall”* 
(Desilu Prods.) with John Bromfield. Harve 
Foster, director. 


@ Cuartes Straumer, “The Texan”* (Desilu 
Prods.) with Rory Calhoun. Alvin Ganzer, 
director. 


@ Lornrop Wortn, ASC, “The Real Mce- 
Coy’s”* (Brennan-Westgate Prods.) with 
Walter Brennan. Hy Averback, director. 


PARAMOUNT 


@ Srantey Cortez, ASC, “Between the 
Thunder and the Sun” (Seven Arts Prods.) 
with Susan Hayward, Jeff Chandler, and Jac- 
ques Bergerac. Russell Rouse, director. 


@ Loyat Griccs, ASC, “The Hangman” with 
Robert Taylor, Fess Parker and Tina Louise. 
Michael Curtiz, director. 


PARAMOUNT SUNSET 


®@ Maury Gertsman, ASC, “Gunfighters of 
Abilene” (Zenith Pictures UA release) with 
Buster Crabbe and Judith Ames. Edward L. 


Cahn, director. 


“Rescue’* (Cine- 
Robert Walker, 


Skat, ASC, 
with Jim Davis. 


@ Wittiam 
film Inc.) 
director. 


“Night 
with Jay 


Court”* 
Jostyn. 


@ Aran Srensvoip, ASC, 
(Sandy Howard Prods.) 
Sandy Howard, director. 


REPUBLIC STUDIOS 


@ Benyamin Kune, ASC, . 


(Revue Prods.). Various directors; 
Electric Theatre”* {Revue Prods.). 
Nielson, director. 


“Wagon Train” 


James 


@ Lionet Linpon, ASC, “General Electric 
Theatre”* (Revue Prods.). Various directors; 


“General | 


“Alfred Hitchcock Presents”* (Revue Prods.). | 


Various directors. 


@ Jack MacKinziz, ASC, “Cimmeron City’’* 


(Revue Prods.) with Richard Bartlett, direc- 
tor; “State Troopers”* (Revue Prods.) with 
Rod Cameron. Richard Irving, director. 


ASC, “Restless Gun” 
(Window-Glen Prods.) with John Payne. 
Justus Addiss, director; “Schlitz-Lux Play- 
house”* (Revue Prods.). John Brahm, direc- 


@ Ray RENNAHAN, 


» 


tor; “M Squad”* (Latimer Prods.) with Lee | 


Marvin. David Rich, director. 


@ Joun Russert, ASC, “Alfred Hitchcock 
Presents’* (Revue Prods.). Robert Stevens, 
director; “M Squad”* (Latimer Prods.) with 
Lee Marvin. Boris Sagal, director; “General 
Electric Theatre’* (Revue Prods.). 
directors; “Schlitz-Lux Playhouse”* 
Prods.). Andrew McCullough, director. 


@ WitttAm Sickner, ASC, “Bachelor Fa- 
ther’* (Bachelor Prods.) with John Forsythe. 
John Newland, director: “Leave it to Beaver”’* 
(Gomalco Prods.) with Barbara Billingsley 
and Hugh Beaumont. Norman Tokar, director; 
“M Squad”* (Latimer Prods.) with Lee Mar- 
vin. Donald Medford, director. 


@ Mack Srencier, ASC, “Schlitz-Lux Play- 


Various | 
(Revue | 


house”* (Revue Prods.). John Brahm, direc- | 
tor; “Leave it to Beaver’* (Gomalco Prods.) | 
with Barbara Billingsley and Hugh Beaumont. 


Norman Tokar, director. 


@ Eviuis THackery, ASC, “Wells Fargo” 
(Overland Prods.) with Dale Robertson. Earl 
Bellamy, director. 


* 


HAL ROACH STUDIOS 


@ Epwarp Fitzceratp, ASC, “The Gale 
Storm Show”* with Gale Storm and ZaSu 
Pitts. William Seiter, director. 


20TH CENTURY-FOX 


@ CHartes CiarKe, ASC, “The Sound and 
the Fury” (CinemaScope & Color; Jerry Wald 
Prods.) with Yul Brynner and Joanne Wood- 
ward. Martin Ritt, director. 


@ Witrrip Cine, ASC, “Mardi Gras” (Cine- 
maScope & Color) with Pat Boone and 
Christine Carrerre. Ed Goulding, director. 


UNIVERSAL-INTERNATIONAL 


@ ArtHur Ariinc, ASC, “Steve Canyon”* 
(Pegasus Prods.) with Dean Fredericks. Don 
Taylor, director; “Peter Gunn”* (Sparta 
Prods.) with Craig Stevens. Various directors; 
“Homestead USA” (World Wide Pictures). 
Dick Ross, director. 


@ James Droucnut, Ford and Dodge commer- | 


cials*. Jack Daniels, director. 


@ Ray Fernstrom, ASC, “Steve Canyon”* 
(Pegasus Prods.; aerial photography). Don 
Taylor, director. 


@ Maury Gertsman, ASC, “Steve Canyon”* 


(Pegasus Prods.) with Dean Fredericks. Don 
Taylor, director; “Peter Gunn”* (Sparta 
Prods.) with Craig Stevens. Various directors; 
“Homestead USA”* (World Wide Pictures). 


Dick Ross, director. 
(Continued on Page 654) 
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Consider... 


COLBURN 
COLOR 
POSITIVES 


(Eastman Internegative-Color Print) 


for your next 
16mm release 





protect your original 

enjoy faster delivery 
finer color corrections 
uniform prints 

10 or a 1000 at lower 
costs 


GEO. W. COLBURN 
LABORATORY, INC. 


164 No. Wacker Drive, Chicago 6 
Telephone DEarborn 2-6286 


Demonstration Reel 
available on request 











400-Foot 
Conversion 


FINEST conversion 
on the market to- 
day. Convert your 
Auricon Cine-Voice 
or Pro to a fine 
camera that will 
handle full 400 feet 
of film with perfect 
jam-free, wow- free 
operation. includes 
Veeder-Root footage 
counter, filter slot 
ond holders, phone 
jack in camera ond 
complete refinishing. 


Quick Service . . . Finest Workmanship . . . 
Mitchell or Bell & Howell Magazines. 
Write for Pictures and Complete Details 
GORDON YODER 
PROFESSIONAL CINE PRODUCTS 


6055 Ridgecrest Rd., Dallas, Texas 
Phone: EMerson 3-3851 

















PRECISION CONTROLLED OPERATIONS 


complete 16mm services 


DAILY REVERSAL PROCESSING 


{INCLUDING CUSTOM PROCESSING OF EASTMAN TRI-X & DvPONT 931) 
COMPLETELY EQUIPPED 40x 60° SOUND STAGE; 
FINEST QUALITY SOUND RECORDING AND 
RE-RECORDING; COLOR DUPLICATING; 

TITLING AND ANIMATION 


film associates inc 


4600 5 dixie hwy « deyton 39, chic 














since 1937 








oe Octoser, 1958 = 651 








CLASSITUFIED 


RATES: Ads set in lightface type, 10¢ per word; minimum ad, $1.00. 


Text set in lightface capital letters (except Ist word and advertiser's 
neme) 15¢ per word. Modified display format (text set in boldface 
type, capitals or upper-and-lower case) 90c per line. Send copy with 








STUDIO & PRODUCTION EQUIP. STUDIO & PRODUCTION EQUIP. 


ADVERTISING 


remittance to cover oayment to Editorial Office, American Cinematog- 
rapher, 1782 No. Orange Drive, Hollywood 28, Calif. Forms close 15th 
of month preceding date of issue. No discount on Classified Advertising. 








STUDIO & PRODUCTION EQUIP. 





ESO ES EN ESPANOL MEANS 
THIS IS IT — BUT IN ENGLISH 
$.0.S. MEANS SERIES OF SALES 

CAMERAS — 35mm 


ARRIFLEX w/4 fast lenses; 2-400’ magazines; mattebox; cases. $2,500.00 value, excellent 
AKELEY AUDIO CAMERA; 2-400’ and 2-1000’ ne amen 4 fast lenses w/matched finder lenses; cases. 


..$1 ,095.00 
895.00 


et re a ee eee ; 
MITCHELL SINGLE SYSTEM w/Sound; 4 Baltars; “Viewfinder; “Matte Box; 2-1000’ Magazines; 12V. Motor, 

Cases. $10,000 value, recond. - ania sok ‘ ccoscecese 4,996.00 
MITCHELL 35mm CAMERA, single lens mount, “sync, motor, 16 fps. Reconditioned ..... 995.00 
CAMERAS — 16mm 
AURICON PRO-200 w/mattebox; sunshade; parallax finder; case. Less sound $ 495.00 
B&H FILMO 7ODA TURRET w/3 lenses; positive finder; objectives; trunk... . ‘ : 249.00 

MITCHELL 16, 220v 3 ph. sync. motor; 4 Baltar lenses; large viewfinder; 3-400’ mags.; cases. $6,500 
value. Excellent . ‘ ‘ eats savin . 4,495.00 
AURICON PRO 600 CAMERA complete ‘with Parallax Finder; zoomdoor; 3 lens turret; ground glass 
focusing; Telefinder optics; 2-600’ magazines; Modulite ‘‘S'' galvanometer; NR40 4 position Sagan 
power supply and trunk. Like new. $4,500.00 value . 2,995.00 
AURICON CINEVOICE w/turret; 3 fast lenses; amplifier; power supply; cases ‘$!, 100.00 value 595.00 
With 1” f1.9 lens, no power supply...... 495.00 
CAMERA ACCESSORIES 
CECO CINE SPECIAL BLIMAP w/syncmoter, GXING GOGIS............-............000-c...cseccccccccseccenecsencnseseoenecnescecsnseunceeenes $ 495.00 
JUMBO CHANGING BAGS, 3’x4’, $30.00 value, new 9.95 
WESTON LIGHTMETERS, less than half price. Used, good condition 9.95 
American Cinematographer HANDBOOKS, 8th Edition. Under ' price 2.35 
Tripod Triangles, prevent slipping; $30.00 value. New.. inh deciasdeseeipiiadaeatsiiodiediansinginnapinnianatalaaihieitidiens 19.95 
MITCHELL type HEAVY DUTY tripods. NEW 129.50 
(Takes Mitchell, Houston-Fearless or Ceco TV Freeheads) 
ANIMATION & SPECIAL EFFECTS 
ANIMATION ART TABLES w/circular fluorescent litebox (plus crating)..... . $ 14.95 
ACME ANIMATION CAMERA, Model 5 w/Automatic Dissolve and Footage counter. $3,400.00 value, 
excellent ‘ i , siidina 2,495.00 
ANIMATION BOARD 48”x30” overall. Moves E/W/N/S with 3 registration pins and adjustable platen 
$2,000.00 value, new condition 695.00 
Bodde 2000W P3AC BACKGROUND Process PROJECTOR on rolling stand w blowers, powerstat, and 
4”x5” slide carrier. $945.00 value. Excellent 495.00 
S ~  tnntiemabeataien TITLER & Special Effects Kit. Handles animation 
$175.00 TG il $225.00 TV IV 325.00 
ACME PEGBAR mounted, add $25.00 
LIGHTING EQUIPMENT 
FRESNELITES, 750W with reflector. Close-out, good condition ‘ $ 4.95 
FLOODLITES with Barndoors on stands, take up to No. 2 photoflood, case included 49.50 
MOLE RICHARDSON Cinelite Scoops, excellent 49.50 
5KW KLIEGL and MR SENIOR spots on stands, excellent 199.50 
CLOSE OUTS ON NEW GE LAMPS 
1}000W T20 C13 Mogul! Screw. Reg. $7.90 2.95 
1}000W G48 C13 Mogul Bipost. Reg. $15.25 6.95 
2100W 124 Mogul Bipost 60V Reg. $22.50 7.95 
5 lite DOUBLE BROADS on stands, $145.00 value 89.50 
RECORDING & PLAYBACK 
AURICON RT 80 Il6émm RECORDER, NR24 noise reduction amplifier, mike, cases $ 395.00 
DAYSTROM PROFESSIONAL TAPE Recorder, U.S. Navy Standard; 2 speed; fast forward & rewind 
playback amplifier; speaker; dynamic mike. $750.00 value : - 197.50 
STANCIL HOFFMAN l6émm RECORDER, S-6B Studio/Portable System. Includes AM-6 two channel Mixer 
ARP-6 Playback; S-6 Film Transport; AW-7 AC/DC Hi-Fi Amplifier Pre-Scoring Speaker; P24-C Power 
Supply; NI-250C Dynamotor; N3R2 Rotary Converter; CC5SRV Camera Control with Reversal Kit 
WORLD'S FINEST, $3,000.00 worth. Demonstrator, likenu : 2,295.00 
HALLEN 25B MAGNETIC 16mm RECORDER; 2000’ arms; 3 inputs; playpack amplifier; power supply and 
speaker $1,495.00 value , ; 7 695.00 
PROJECTION 
SELECTROSLIDE 300C PROJECTOR w/screen and case. $500.00 value ‘ $ 195.00 
LaBELLE PRO-75 AUTOMATIC Slide Projector. 200.00 value 99.95 
B&H 16mm UTILITY SOUND Projector, syncmotor; amplifier; speaker 349.50 
CUTTING ROOM EQUIPMENT 
NEUMADE RTO-3 ROLLING Film Racks, 3 tiers hold over 200-l6mm reels. $59.00 value ay 20.96 
MOVIOLA SYNCHRONIZERS 35mm 4 way. $170.00 110.00 
B&H Hot PEDESTAL SPLICERS, reduced, 35mm only $695.00, 16/35mm 895.00 
GRISWOLD 35mm splicers R-2. Good condition 15.95 
SOSoft EDITING GLOVES—light, doz. pair 1.29 
Medium weight, doz. pair 2.29 
China MARKING CRAYONS brown, ', price. Per doz 1.00 
35mm MOVIOLAS with 3” Magnified Picture, automatic takeups, Gov't Surplus—good condition 189.00 
Dozens of Good 35mm SOUND MOVIOLAS, starting at 395.00 
PRINTERS 
B&H 35/lé6mm PICTURE REDUCTION Optical Printer, rebuilt $4,995.00 
$25,009.00 AUTOMATIC SUB-TITLING MACHINE at sacrifice Includes waxer: printer head; etcher 
dryers; de-waxer; washer; squeegee. Imprints 150 stencils in one load; speed 60’ per minute, plus. 
Brand new , 9,995.00 
DUPLEX 35mm COLOR PRINTERS with automatic lite change filter apertures, $18,000.00 value. Less 
than 1/6 cost. Excellent cet 2,495.00 
RENT or BUY this MOY 35mm FILM EDGE NUMBERING MACHINE eae 1,495.00 
TIME PAYMENTS or RENTAL $50.00 Weekly. Rent applied against purchase within 3 months 
LABORATORY 
MAURER FILM GAUGE, measures shrinkage or stretching of 8/16/35mm to 0.5%. $200.00 value $ 69.95 
HOUSTON 35mm Mode! 2 Processors, neq./pos. w/refrigeration; recirculation; air pump; temperature 
control; speeds to 1200’ per hour. Gov't paid $10,000.00. Reconditioned . 1,995.00 
HOUSTON 16/35 mm Mode! 2, like preceding 2,995.00 
—— 16/35mm DEVELOPING OUTFITS 200’ in case with loading device. New, Surplus. $200.00 
value ; ‘ 99.75 
STINEMAN DRYING RACKS, 200’ 35mm capacity (useable for 16mm). New, surplus. $16.00 value 7.95 


PHone: PL 7-0440 Cable: SOSOUND 
$.0.S. CINEMA SUPPLY CORP. — Dept. fc 
602 W. 52nd Street, New York 19 


Western Branch — 6331 Hollywood Bivd., Hollywood, Calif. — Phone: HO 7-2124 


TRADES TAKEN 
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OUR 28th YEAR *& *& 
PHOTOGRAPHIC AND CINEMATIC 

16MM ARICON-CINE VOICE conversion to 400’ 
B&H magazine, features 3 lens turret, 1” 
2”, 3” speed lenses, | 400’ magazine, 1 
—s viewfinder, amplifier, Pro Cine tri- 

35mm DEBRIE CAMERA MODEL L/E featur- 

ing 28mm Schneider, 50mm, 75mm lenses, 

Pilot Registration Pins, Direct focusing on 

ground glass, 5—400’ magazines, free- 

head tripod. Matte box. Solenoid Stop Mo- 
tion Motor for 1-1 Exposure. Value 
$2355.00 . sidleaieimbabioiamadame 

BRUNT- MYER | “BLIMP for Cine Special 
camera, # one or two 110 volt, synchron- 
ous motor, Astro erect-image viewfinder, 
follow focus gears. Value $990.00. Special 

& H 16mm FILMO CAMERA Model 70-DA 

with 17mm 2.7 Wollensak, 1” f1.5 Dal- 

2” 2.8 Schneider. 3” f4 B & H 

Teletor, and 6” f4.5 Telephoto Xenar 

Lenses; 2-400’ Magazines; Motor; Wells 

Semi-Professional Tripod; Carrying Case. 

Value $1,695.00. Special 

35mm B & H SINGLE SYSTEM SOUND CAM- 
ERA. Lenses: 40mm, 50mm, 75mm, 125mm. 
Modulite galvanometer, amplifier, motor, 
Tachometer, 2-1000’ magazines, Tripod 
with Freehand, quick release legs, carry- 
ing cases. Guaranteed... . 

35MM. GRAFLEX IDENTIFICATION - ~ UNIT 
COMPLETE—1!.D. camera w/100 ft. maga- 
zine, stand w/lights & built-in mumber- 
ing device. VALUE $595.00. 
35mm DUPLEX PRINTER Adapted for sound 
track, excellent for duping. Academy Aper- 
ture. Speed 250 pictures per minute per 
side. Two light change boards, 18 different 
lights each side, 21 scenes. Motor 110 V, 
perfect mechanical condition....... Satis 

MOLE RICHARDSON 2000 Spot, rolling stand 
and Lamp OOM and Mike Combination. 
Special ‘ 

B & H 12V or 24V EYEMO & FILMO “MO- 
TORS. New. Value 142.00. 

ENLARGERS, EXCELLENT CONDITION, €ElL- 
WOOD. Auto focus, 

16mm Sound Cameras. Auricon Pro Jr. 200 
ft. magazine capacity. Also Cine Voice 100 
ft. magazine. Garantee BIG saving. 

35mm 400 ft. Cineflex magazines. 
adaptable. Valve $165.00. Price 

5x7 EK AUTO FOCUS WITH LENS...................... 

MOVIOLAS sound and silent editing ma- 
chines, synchronizers, rewinds at big sav- 
ings. 

35MM CINEX Film Cleaning Machine. Values: 
$1250.00. Special . 

35mm Willart Professional camera -2°' F/2.7 
B & L Lens, Direct-thru-lens focusing. 4— 
400° magazines, viewfinder, Solenoid stop 
motion motor outfit, with case. Good for 
animation and experimental work. Special 

35mm Akers Camera—Features pilot registra- 
pins, focusing thru prism. Ideal for anima- 
tion work, Solenoid stop motion motor, also 
variable speed motor. 35mm, 50mm, 75mm, 
Astro lenses F/2.3, 2—400° Mitchell maga- 
zines, viewfinder and matte box, freehead 
tripod and carrying cases. Excellent. Value 

16mm SOUND projectors, various makes 
$150.00 ana up. 

AERIAL CAMERA, K-20, 6 & 3 
& Lomb lens, list price 
Special = vans 

lémm CINE SPECIAL Model | ....-cc.-ceecs--00-- 

AURICON PRO CAMERA, Model CM 71, 
Sound, 2 200 Foot Magazines, Noise Re- 
duction Amplifier, Hi-Fi Mike and Accesso- 
ries, Combination View & Camera Finder, 
1/ F1/9 E. K. Lens, Portable Power Supply 
Unit. Pro Jr. Tripod, Carrying Case. Value 
$2133.00. Excelient condition. Price 


HALLEN 17'%mm _ Tape Recorder, 
drive. Price . 
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8 F4.5 Bausch 
new, $300.00. 
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SPECIALIZING IN MOVIE AND TELEVISION SUPPLIES, 


TRIPODS, SYNCHRONIZERS, 
lights, lenses, mikes, booms, dollies, 
New—Used. Reasonable prices. Cash for used 
ment. Trades taken. 

HOLLYWOOD CAMERA EXCHANGE, 

1600 CAHUENGA BVLD., 


16mm SOUND CAMERAS 
motors, 


etc. 
equip- 


LTD. 
HOLLYWOOD 28, CALIF. 











B&H MODEL 70 SR, Hi- speed FI.9 lens, 400’ 
AC motor, like new, $595.00. Magazines, 
35mm 400’, used, $45.00. B & H 400’ 
new, $25.00 ea Galvanometer, 
$85.00, new $125.00. P.O. Box 


Modulite, 
1457, Tampa, 


Mag., 


Mitchell 


plastic 
used 
Fla. 




















STUDIO & PRODUCTION EQUIP. 


STUDIO & PRODUCTION EQUIP. 


STUDIO & PRODUCTION EQUIP. 








EQUIPMENT SALE 

=. 

Cine Special No. 1, ‘‘C’’ mount turret, with 100 ft. 
magazine, tubular slide finder and case, $400. 

2 16mm Auricon Pro silent, in case, with 1200 ff. 
magazine, parallax finder, like new, $1700 each. 
16mm Maurer, Model 05, without dissolving shut- 
ter, case, two 400 ft. magazines, parallax finder, 
110V sync. motor, 12V DC motor, matie box, $1900. 

CAMERA ACCESSORIES: 

Cine Special 100 ft. magazines, $150 each. 
Camera Equipment Co. matte boxes with filter 
holders, $35 each. 

Aaurer Synchronous camera drive for Cine Special, 
$140. 
extra 1200 ft. Auricon magazine for Auricon Pro, 
$90. 

MISCELLANEOUS: 

Cooke 25mm ivotal F.1/4 lenses, $60 each. 
Cooke 50mm ivotal F.1.6 lenses, $55. 

Kleigle double broads on roller stands, $10 each. 
Pro Jr. tripods, one with case, $75 each. 

Pro Jr. Baby Legs tripod, $50. 

eleskool prompter, $30. 

“onverter, 110V DC to 110V AC; converter, 110AC 
to 110V DC, $25 each. 
onda 16mm developing machine, Model 1011. Large 
stainless steel negative and positive machine with 
temperature controlled recirculation, dry cabinet 
heaters and refrigeraiton unit. Positive speed 
approximately 80 ft. minute, negative approximately 
60 ft. minute. Excellent condition. Rollers can be 
changed to make l6mm/35mm_ combination _ if 
desired, $5,000. 


BYRON, INC. 


1226 Wisconsin Aveenve Washington 7, D. c. 


PROTECT valsabie cameras, complen electronic equip- 
ment, motors, generators, vehicles against rust and 
corrosion due to moisture and condensation. SPRA- 
DRI, a patented chemical, in 12 oz. aeroseal 
can, exceeds Federal specification Mil-C 16173A(3), 
excellent for “location shooting,'’ studio use, manu- 
facturing and shipping of valuable equipment. Un- 
conditionally guaranteed, developed by a govern- 
ment agency. Per can: $3.50 Postpaid, discounts 
to quantity users, dealer inquiries invited. BERG- 
MANN ENTERPRISES, 215 N Flores St., San 
Antonio, Texas. Exclusive national, international 
distributors 

NTERESTING OFFERS: 1) A COLORED 16MM ANSCO- 

CHROME FILM ON THE OFFICIAL ROYAL VISIT 

OF KING SAUD OF ARABIA TO KING FAYCAL IN 

BAGHDAD, NOVEMBER, 1957, SHOWING THE 

LATE KING FAYCAL, PRINCE ABDUL-ILAH AND 

NOURI ESSAID FEASTING KING SAUD RUNNING 

TIME 30 MINUTES. 2) A 30 MINUTE COLORED 

16MM ANSCOCHROME ON LEBANON WITH ALL 

ITS SPLENDOR BEFORE THE PRESENT CRISIS. BOTH 

FILMS ARE SINGLE PERFORATED WRITE TO: 

GEORGE SHAMMAS, BOX 2604, BEIRUT, LEBANON. 


16MM HOUSTON-K-1A developing machines. 
For reversal or positive film. Complete with re- 
frigerator units, temp controls, conaensors, etc. 
BRAND-NEW, prices reduced. Also ali STAINLESS 
STEEL model A-11B. Neumade film washer, 35mm 
EYEMO cameras, spider turrets, large selection of 
Eyemo lenses, 35mm x 1000 film. AIR PHOTO 
SUPPLY, Dept. C-1, 555 East Tremont Ave., New 
York 57, New York 


FOR SALE—Arriflex (latest model) l6émm camera 
5 lenses, complete ouvu?fit. Sacrifice. BARLOW, 
BR 2-0731 —. BR 0-4708 


MITCHELL “35MM HI SPEED CAMERA 
For sale or trade for Mitchell NC or Il6mm. Also 
available Mitchell Standard Tripod w/friction head, 
$425.00. Mitchell Baby legs, $39.50. Mitchell Hi 
Hat, $17.50. 
HOLLYWOOD CAMERA CO. 
10611 Chandler Blvd North Hollywood, Calif. 








UNDERWATER CAMERA, 35mm _ Eyemo—!,000 foot 
film capacity, sale or rental. For information call 
CRestview 4-5873 

ONE RCA sound reduction printer with 150 watt 
Selinium rectifier. Good conidtion 180 feet per 
min. operation One 35mm Depue contact com- 
bination picture and track printer with 150 scene 
light board WILDING PICTURES P®ODUCTIONS, 
INC. 1345 Argyle St.; Chicago 40, Illinois 

CINE Special 11, perfect. EK 1” to 6” zoom view- 
finder, EK parallax viewer, 15mm F2.5 25mm F1.4 
Ektar, EK 102mm F2.7 Ektar, Yolofader, &éxtra 
100 ft. magazine and EK case $1,200.00. 
E. WILLIAMS, 4229 Arthur Ave., Brookfield, Illinois. 

WALL Sunshade exenhie, less rod extension, $65.00. 
Mitchell Sunshade assembly, wide angle, less rod 
extension $85 00 Camera maqazines Wail 
35mm, 1,000, set of 2, in carrying case, excel- 
len: concition, $100.00. B&H 1,000’, $50.00 each. 
B&H 400’ metal, ured, $40.00 Eyemo Type A4, 
with 6” lens. $90.00, with 2” lens, $115 00, with 
1” Kinar, $125.00 Eyemo Model Q, filter slot 
less lenses, handcrank and eyepiece Very good 
condition, $195.00. Kodak Cine Special, 2 lenses 
200’ magazine, excellent condition, $550.00. JACK 
WALTON, P.O. Box 1457, Tampa, Fla. 


FOR SALE 
Used iate model MAURER cameras. Economically 
priced. Write for details. 
CAMERA EQUIPMENT COMPANY, INC. 
315 West 43rd Street, New York 36, New York. 





FILM PROCESSING MACHINERY 
Rebuilt trade-ins, demonstrators, etc. Black-and- white 
and color. All makes. Low prices. Send for lists. 
— CORPORATION, Erna Street, Milford, 
onn. 








MITCHELL 35mm x 2000’ magazine, 1 only $300. 
Bell & Howell 35mm x 1000’ magazines, 2 only, 
new, $99.50 ea Bell & Howell 35mm x 400’ 
BiPack magaiznes, 2 only, $155.00 ea. 35mm x 
200° = Arriflex (conversion) magazine, ] only, 
$69.50. DON SAHLEIN, 4020 Stoneybrook ODr., 
Sherman Oaks, Calif. SToate 99-5070. 

WALL camera, with 2 lenses, 2-1000’, 2-400’ mags., 
sunshade, Camera Equipment TV head, 2,350.00. 
Wall$ camera with 4 lenses, 4-1000’, 4-400’ mags., 
all accessories, $3,750.00. JACK WALTON, P.O. 
Box 1457, Tampa, Fla 


NEW SE! Photometer w/case $170 value only 
fi99.00. DON SAHLEIN, 4020 Stoneybrook ODr., 
Sherman Oaks, Calif. STate 9-5070 

ARRIFLEX blimp, 400 foot 35mm, 220v. sync. motor 
with transformer for 110v. Used only twice, is in 
absolutely new condition Private $1,275.00 
Box 1312 AMERICAN CINEMATOGRAPHER 


BERNDT-MAURER 16MM STUDIO CAMERA 
Excellent condition. Complete wtih three 400’ maga- 
zines, 12V motor, 110V motor, matte box, viewfinder 
and 2 cases, $1,450.00. Also available 16mm x 100’ 
E. K. Cine Special mogazines, $125.00 each. 

HOLLYWOOD CAMERA CO. 
10611 Chandler Bivd North Hollywood, Calif. 


12 NOMINAR 25mm FO.95 lenses, new, fi88.50 each. 
Bell & Howell !O00W proj. lamps, $3.30 each. 
New and used equipment for all your needs. Write 
fo; quotations. ZENITH MOVIE SUPPLY CO., INC., 
10 NE. Third Ave., Miami, Fla. 


BAIA EDITOR 8MM OR 16MM $ 29.95 
BOLEX STEREO WITH CLOSEUP ATTACHMENT 49.50 
ORIGINAL CINEMASCOPE LENS FOR 16MM 225.00 


16MM 100’ NIKON PROCESSING OUTFIT 149.50 
USED H16 BOLEX OUTFIT COMPLETE..... .. 249.50 
NEW 8MM CANON COMPLETE 149.50 


Mail orders filled promptly. 
CAMERA CRAFT 42ND ST., INC. 
18 East 42nd St., Dept. J New York 17, N. Y. 











SELL YOUR OLD 
EQUIPMENT FAST 


With A Classified Ad 


MORE THAN 7500 readers will see 
your message, assuring you of quick 
action, 


Rates Are Surprisingly Low! 


Just 10¢ a word when your ad is set like 
this: 


AURICON Pro CM71 and EIF View Finder, cases 
and related equipment barely used. 


Or 15¢ per word when text is set in all 
capitals, like this: 


PRODUCTION EQUIPMENT, LABORATORY EQUIP- 
MENT, EDITING EQUIPMENT, 16mm. 


Or 90c per line when text is set in bold- 
face, like this: (Note: This style is limited 
to headline and signature lines only.) 


1 YEAR OLD & STILL GOING 
HOLLYWOOD'S NEWEST STORE 























AMERICAN CINEMATOGRAPHER 


COMPLETE rack and tank lab., stainless steel with 
16mm step printer, $350.00. RCA 400 optical/ 
magnetic ]6mm sound projector, $900.00 value, 
with large screen, $395.00. Auricon Cine-Voice, 
3 lens turret model, without lenses, almost new, 
with new turntable, $525.00. SLONE, 5457 Berks 
Stree?, Phiadelphio 31, Penna. 

AURICON model RT- 80 16mm sound recorder with 
NR-24 amplifier with spare exposure lamps and 
tubes, $375.00. Pan-Cinor zoom lens, like new, 
$145.00. SAMUEL KRAVITT, 763 Chapel St., New 
Haven, Conn. 


CINE Special Series 1, Perfect. 1" lens. $400.00. 
Write Box 1250, AMERICAN CINEMATOGRAPHER. 








WANTED 


GET YOUR TOP PRICES HERE 
WE BUY — SWAP — SELL — CONSIGN 
List for Cameras, Dollies, Lenses 
Lights, Moviolas, Printers, Recorders 
Studio or Laboratory Equipment 
you don't need 
WE GLADLY TAKE CONSIGNMENTS. 
SET YOUR OWN PRICE— 
OUR PERCENTAGE IS SMALL 


WIRE US - WUX New York, 
Phone PL 7-0440 
$.0.S. CINEMA SUPPLY CORPORATION 
Dept. fc Cable: SOSOUND 
602 W. 52nd Street New York 19, N. Y. 
Western Branch—633! Hollywood Bivd. 
Hollywood, Calif., Phone HO 7-2124 


WANTED TO BUY FOR CASH 
CAMERAS AND ACCESSORIES 
MITCHELL, B & H, EYEMO, DEBRIE, AKELEY ALSO 
LABORATORY AND CUTTING ROOM EQUIPMENT. 
CAMERA EQUIPMENT COMPANY 
315 WEST 43RD STREET, NEW YORK 36, N. Y. 
CABLE: CINEQUIP 





WHY SACRIFICE 
your production and struggle with old or used 
equipment when we can trade for cash or new equip- 
ment. Let us know what you have and what you need. 
THE CAMERA MART, INC. 
1845 _ Broadway — Plaze 7-6977 New York 23, N.Y. 








TRY F&aB LAST 
FOR THE HIGHEST QUOTE ON 
USED MOVIE EQUIPMENT 
FLORMAN & BABB 
68 W. 45th ST., N. Y. 36, N. _Y. 











Mitchell — Akeley — B & H —_ Wall — Eyemo 
Cameras — Lenses — Equipment 
NATIONAL CINE EQUIPMENT, INC. 

209 West 48th St. New York, N.Y. 


HELP WANTED 








WANTED: cameramen with Eyemos from all Southern 
and Southwestern states Must be professionals, 
also neat and with sales ability. Rush resume, 
photo and reputable professional and character 
references. SOUTHERN FILM PRODUCTIONS, P.O. 
Box 2415, Birmingham, Ala 


LABORATORY & SOUND 


ROCKY MOUNTAIN 16MM HEADQUARTERS 
16mm Black & White and Anscochrome—Processing— 
Printing — Recording — Editing — Production — Rental 
Sales. All types of film in stock. 
Write for Price List. 
WESTERN CINE SERVICE, INC. 
114 E. 8th Ave., Denver 3, Colorado. TAbor 5-2812 











SOUND RECORDING at a reasonable cost. High 
Fidelity 16 or 35. Quality guaranteed. Complete 
studio and laboratory services. Color printing and 
lacquer coating. ESCAR MOTION PICTURE SERVICE, 
INC., 7315 Carnegie Avenue, Cleveland 3, Ohio. 
Phone Endicott 1-2707. 





16mm SOUND and picture editing—sound recording— 
music—effects. DON DUNN'S EL RANCHO AUDIO, 
near Palos Verdes and L.A. Harbor, 26246 Fairview 
Avenue, Lomita, Calif. DAvenport 6-4925. 





16mm REVERSAL PROCESSING Tri-X, Plus-X, 930, 
931. One day service 2'2¢ per foot. CAVALIER 
FILM LABS., 311 West Grace St., Richmond 20, Va. 


STOCK FOOTAGE 


UNDERWATER—KC and AC 16mm color 24 f/s. Will 
also work on = assignment ROCKET FILM—KC 
16mm color of amateur rocgetry. Approx. 1400 
ft. wild footage. FRED M. ROBERTS, 1630 18th St., 
Manhattan Beach, California. FR 6-0956. 








(C entinned on Next Page) 
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STOCK FOOTAGE 


ACCIDENTS 
CAR-TRUCK-AMBULANCE-POLICE — Day-night — EK 
16mm color. (Can fill your order, send script in ad- 
vance) Highway scenes taken from car, etc. JIM 
SEYMOUR—accident photos. 115 No. Main St., 
Crystal Lake, Ili. Phone 653—Person to Person. 


STOCK SHOT FOOTAGE 
WILL PURCHASE selected footage, 16mm or 35mm, 
color or black-and-white, suitable for commercial 
library. Payment based on subject matter and phto- 
graphic quality. Submit films or description to 
WORLD WIDE FILMS 
Elmer Dyer, ASC, 
108 So. La Jolla, Hollywood 48, California 
Phone: WEbster 9-8308 











SERVICES AVAILABLE 


AVAILABLE January First for public relations depart- 
ment of industrial or educational organization. 
Writer/cinematographer with wide film and televi- 
sion experience. Writer of scores of articles for 
top rated national publications. For details on my 
twelve years of experience with all communications 








SERVICES AVAILABLE 





DUTCH FILM PRODUCER offers all possible help in 
Europe. No languge troubles. International trained 
technicians available. We solve all YOUR prob- 
lems. Write or wire: WALTER DE VRIES, Lepel- 
straat 20-c, Amsterdam. Tel. 57807. 





Camera crew and equipment available for theatrical 
production in mid-west. Latest Mitchell equipment, 
camera car, etc. |1.A.T.S.E. crew; hand-in-glove op- 





20 | 


eration. Plates, second unit, or your entire picture. 
List of credits happily furnished. Box 1314, | 
AMERICAN CINEMATOGRAPHER. 

EUROPEAN COVERAGE undertaken anywhere. 
years experienee, see International Almanac. Stock 
shots available. JOHN BYRD, 27 Arthur Road, 
London, S.W. 19, England. 





FILM ASSIGNMENTS in all Middle East area, docu- 
mentaries, newsreels, featurettes, with Auricon Pro 
600 and B & H 35mm cameras. Write to GEORGES 
SHAMMAS, Box 2604, Beirut, Lebanon. 





FILM ASSIGNMENTS New York area. Scenic, stock 
shots, newsreels, industrials, featurettes creatively 
ACORN FILMS, 168 


filmed to your specifications. 
W. 46th St., N.Y.C. Call JUdson 6-2272. 





PACIFIC Film Assignments, 


crew for TV films, backgrounds, stocks, newsreels, 





media write: Box 1321, AMERICAN CINEMATOG- documentaries. Contact 1618 So. King St., Hono- 
RAPHER. lulu 14, Hawaii. Phone: 996003. 
@ Ernest Hatiter, ASC, “The Miracle” 


PHOTOGRAPHIC ASSIGNMENTS 


(Continued from Page 651) 


@ Pup LAtHRop, “Rawhide”* (CBS-TV). 


Various directors. 


@ Russet: Merry, ASC, “Imitation of Life” 
(CinemaScope & Color) with Lana Turner 
and John Gavin. Douglas Sirk, director. 


@ Cuirrorp Stine, ASC, “Homestead USA”* 
(World Wide Pictures). Dick Ross, director; 
Kellogg commercial*. David Monahan, di- 
rector. 


WARNER BROS. 


@ Westey ANnperson, “Cheyenne”* with Ty 
Hardin. Lee Sholem, director; “Sugarfoot’’* 
with Will Hutchins. Various directors. 


@ Cart Bercer, ASC, “77 Sunset Strip”* 
with Efrem Zimbalist, Jr. Stuart Heisler, di- 
rector; “Lawman”* with John Russell. Stuart 
Heisler, director. 


@ Josepn Biroc, ASC, “The FBI Story” 
(Technicolor) with James Stewart and Vera 
Miles. Mervyn LeRoy, director. 


@ Epwin Dupar, ASC, “Sugarfoot”* with Will 
Hutchins. Various directors; “Lawman”* with 
John Russell. Charles Lederer, director; 
“Cheyenne”* with Ty Hardin. Alan Crosland, 
director. 


@ Artuur Feinper, ASC, Kaiser Aluminum 
commercial*, Thomas Armistead, director. 

@ Perry Finnerman, “77 Sunset Strip”* 
with Efrem Zimbalist, Jr. Stuart Heisler, di- 
rector. 


@ Ray Foster, ASC, Camel commercial*. 
Thomas Armistead, director; Kaiser Aluminum 
commercial*. Various directors: General 
Motors commercial*. Harold Daniels, director: 
General Mlils commerical*. Bud Townsend, 
director. 


@ Cant Guture, ASC, “Up Periscope” 
(WarnerColor) with James Garner, Edmond 
O’Brien and Joanna Barnes. Gordon Douglas, 
director; Kaiser .Alumnium commercial*. 
George Shearman, director. 


AMERICAN CINEMATOGRAPHER 
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Ler, ASC, “The Miracle” (Technirama- Tech- 
nicolor) with Carroll Baker and Walter Sle- 
zak. Irving Rapper, director. 


@ Micuet Keser, “John Paul Jones” (Tech- 
nicolor; John Paul Jones Prods.; shooting 
in Spain) with Robert Stack, Charles Coburn 
and Erin O’Brien. John Farrow, director. 


@ Warren Lyncu, “Lawman”* with John 
Russell. Douglas Heyes, director. 


@ Peverett Martey, ASC, “Colt 45”°* with 
Wayde Preston. Lee Sholem, director; “77 
Sunset Strip”* with Efrem Zimbalist, Jr. Lee 
Sholem, director. 


@ Harotp Stine, ASC, “Maverick”* with 
Jack Kelley. Various directors. 
@ Harry Srrapiinc, ASC, “The Philadel- 


phian” with Paul Newman and Barbara Rush. 
Vincent Sherman, director. 


@ Ratpw Wootsey, ASC, “Lawman”* with 


John Russell. Various directors; “77 Sunset 
Strip”* with Efrem Zimbalist, Jr. Various 
directors. 





LENS COUPLED METERS 


(Continued from Page 632) 


designed with simplification in mind, as 
is obvious from the features described 
above. It is an 8mm camera which has 
incorporated about every feature that is 
found on professional cameras, and since 
the Compumatic system has proven it- 
self on such a camera, we might very 
well ask whether it would not also be 
the perfect light-measuring system for 
professional use. ® 





Bell & Howell’s variable-focus lens for 
16mm movie projectors is said to solve 
many problems caused by varying pro- 
jection distances and screen sizes. 


© Octroser, 1958 


35mm and 16mm camera | 
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“For ‘boosting’ sunlight the carbon arc lamp 


is a required lighting tool.” 


A. s. Cc. 


— Pe ote. 





THE “NATIONAL” CARBON ARC... 
NOTHING BRIGHTER UNDER THE SUN. 
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“National” and "Union Carbide” are registered trade-marks of Union Carbide Corporation 
NATIONAL CARBON COMPANY -« Division of Union Carbide Corporation - 30 East 42nd Street, New York 17, N. Y. 
Sales Offices: Attanta, Chicago, Dallas, Kansas City, Los Angeles, New York, Pittsburgh, San Francisco. In Canada: Union Carbide Canada Limited, Toronto. 
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All Producer Services 














EDITING ANIMATION 


























MAGNETIC SOUND STRIPING 








SOUND RECORDING 






































NEGATIVE AND POSITIVE 


MUSIC LIBRARY PROCESSING 
































SOUND EFFECTS REVERSAL PROCESSING 






































NEGATIVE-POSITIVE COLOR 
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TITLING 











COLOR-CORRECT.PRINTS 
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Byron offers you ANY or ALL facilities you require for completion of your 
original exposed film... original processing; complete producer services; 
finished prints in either Color-Correct or black and white . . . in one 


convenient location. Byron producer services save you time, money and 


division of responsibility. 


For information and price list, write, phone or wire b y Fr © rn laboratory 


1226 Wisconsin Ave. N.W. Washington 7, D.C. 
FEderal 3-4000 


COMPLETE PRODUCER SERVICES ...COLOR AND BLACK-AND-WHITE PRINTING AND PROCESSING 











